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Abstract 
The study of Yangzhou gardens in the Qing dynasty investigates the collaboration 
and tension of a gardens between a place and a symbol. Modem studies of Ming and 
Qing garden are often connected with the literati's ideal of eremitism. A garden as a 
'paradise' and a 'secluded place’, represented by Tao Qian's Taohua Yuan and Wang 
Wei's Wangchuan Bieye, became popular subjects in Chinese painting. Reading a 
garden within this literati tradition, its materialistic aspect is often dismissed, and its 
intimate connection to the cultural context is a\so neglected. Jn the context of Qing 
Yangzhou most gardens were owned by wealthy salt merchants rather than literati, 
but the needs and aspirations of these garden owners have often been ignored. As 
recorded in Li Dou's Yangzhou Huafanglu, Shou Xihu gardens provided a beautiful 
setting with extravagant constructions at for the merchants to break away from 
rigidity of their houses and city life. While these gardens reflected the economic 
wealth and surplus in Qing society and part of the new attitudes towards luxury, 
extravagance, private comfort and enjoyment, they were ako effective medium for 
socializing. This garden culture confronted with the scholar's ideal of eremitism, and 
the increasing needs for pleasure also raised the issue of ya and su, 'elegance' and 
Vulgarity'. It is in this aspect that Yangzhou gardens are good examples to study the 
meeting of the elite and merchant culture. By analyzing two extant Yangzhou 
gardens: Ge Yuan and Jixiao Shanzhuang, I attempt to examine the hidden agendas 
and meanings of these gardens and to propose an alternative reading in order to 
reveal the complexity and ambiguity in their creations. 
There are a number of approaches in reading the two gardens. The first analysis 
reads two of the significant garden components— rockeries and buildings— in 
connection with imageries of 'immortal mountain' and 'scholar's hut’ that often 
appeared in landscape paintings, and explains why they are preferred out of many 
others that represented a scholar garden. The two gardens can also be read 
morphologically as being divided into two halves, the westem and eastem portions. 
The two contrasting portions, as I argue, are responses to as well as reflections of the 
mundane and the transcendent worlds. I will further argue that certain garden 
components act essentially as symbolic links between these two worlds to facilitate a 
shuttling. This shuttUng expresses generally the merchants' aspiration to be able to 
travel freely between the mundane and transcendent realms. The third analysis is a 
metaphorical reading of the bamboo motif in Ge Yuan together with those of Zheng 
Xie, one of the Yangzhou Eccentrics who specialized in painting bamboo. There are 
ako studies on the resemblance of Ge Yuan to two earlier famous gardens Xingan 
and Xiaolinglong Shanguan, and the historical connotation of its Baoshan Lou with 
the theme of 'kanshan'. Through these three readings, I attempt to generate a 
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Abstract 
The study of Yangzhou gardens in the Qing dynasty investigates the collaboration 
and tension of a gardens between a place and a symbol. Modem studies of Ming 
and Qing garden are often connected with the literati's ideal of eremitism. A garden 
as a 'paradise' and a 'secluded place’, represented by Tao Qian's Taohua Yuan and 
Wang Wei's Wangchuan Bieye, became popular subjects in Chinese painting. 
Reading a garden within this literati tradition, its materialistic aspect is often 
dismissed, and its intimate connection to the cultural context is ako neglected. In 
the context of Qing Yangzhou most gardens were owned by wealthy salt merchants 
rather than literati, but the needs and aspirations of these garden owners have often 
been ignored. As recorded in Li Dou's Yangzhou Huafanglu, Shou Xihu gardens 
provided a beautiful setting with extravagant constructions at for the merchants to 
break away from rigidity of their houses and city life. While these gardens reflected 
the economic wealth and surplus in Qing society and part of the new attitudes 
towards luxury, extravagance, private comfort and enjoyment, they were ako 
effective medium for sociaHzing. This garden culture confronted with the scholar's 
ideal of eremitism, and the increasing needs for pleasure also raised the issue of ya 
and su, 'elegance' and Vulgarity'. It is in this aspect that Yangzhou gardens are good 
examples to study the meeting of the elite and merchant culture. By analyzing two 
extant Yangzhou gardens: Ge Yuan and Jixiao Shanzhuang, I attempt to examine 
the hidden agendas and meanings of these gardens and to propose an alternative 
reading in order to reveal the complexity and ambiguity in their creations. 
There are a number of approaches in reading the two gardens. The first analysis 
reads two of the significant garden components— rockeries and buildings— in 
connection with imageries of 'immortal mountain’ and 'scholar's hut' that often 
appeared in landscape paintings, and explains why they are preferred out of many 
others that represented a scholar garden. The two gardens can ako be read 
morphologically as being divided into two halves, the westem and eastern portions. 
The two contrasting portions, as I argue, are responses to as well as reflections of the 
mundane and the transcendent worlds. I will further argue that certain garden 
components act essentiaUy as symbolic links between these two worlds to facilitate 
a shuttling. This shuttling expresses generally the merchants' aspiration to be able to 
travel freely between the mundane and transcendent realms. The third analysis is a 
metaphorical reading of the bamboo motif in Ge Yuan together with those of Zheng 
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Xie, one of the Yangzhou Eccentrics who specialized in painting bamboo. There are 
also studies on the resemblance of Ge Yuan to two earlier famous gardens Xingan 
and XiaoUnglong Shanguan, and the historical connotation of its Baoshan Lou with 
the theme of 'kanshan'. Through these three readings, I attempt to generate a 














1.1 Issue and Scope 
Yangzhou gardens were unique in late Imperial China as they represent a meeting 
of the merchants and literati cultures. Li Dou 李 斗 has showed us in his famous 
Yangzhou Hmfanglu 揚州畫舫錄 that Qing Yangzhou was a city where salt 
merchants gathered, and it was the merchants, rather than the officials and scholars, 
who created most of the gardens. These gardens were also essential promoters of 
the city culture and lifestyle: theaters, banquets, garden touring, poetry gatherings 
and other forms of entertainment, and the city earned its fame as a place to spend 
money. Yangzhou in fact surpassed Suzhou and Hangzhou in the Qing dynasty as 
’a city of garden'.l xhe enthusiasm in garden creation was marked by the building 
of Shou Xihu 痩 西 湖 garden under the reign of the Qianlong emperor. 
Literconnected gardens were built along the shores from Tianningsi 天寧寺,the 
temporary palace of Qianlong to the famous scenic area at Pingshantang where 
Qianlong often visited, the total distance was up to 15 kilometers. Garden was also a 
means to allow the merchants to expand their social influence. 
With these diverse roles, Yangzhou gardens presented a unique style, of what Chen 
Congzhou calls 'a mixed tradition of the North and South', or what Wu Zhaozhao 
labels simply as 'the Qianlong style’？ These two terms used by both Chen and Wu 
have already shown that Yangzhou gardens, under various non-literati shaping and 
motivating forces, cannot simply be understood within a literati framework. And so 
readings of these gardens has to be conducted within complex social, cultural and 
1 See Li Dou, Yangzhou huafanglu [Account of Yangzhou Pleasure Boats]. Published in 1795, 
this edition, Taipei: Shijie shuju, 1963, p. 151. 
2 See Chen Congzhou, Yangzhou yuanlin [The Gardens of Yangzhou]. Shanghai: Shanghai 
kexue jishu chubanshe, 1983, p. 4, and Wu Zhaozhao, Duo tiangong: Zhongguo yuanlin lilun, 
yishu, yingzao wenji [For the Art Excelling Nature: Collected Works on Chinese Garden]. 
Beijing: Zhongguo jianzhu gongye chubanshe, 1992, p. 19. 
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political parameters. This leads us to rethink the consistency and coherence of 
garden, as a timeless art capable of generalizing into universally applicable 
principles and guidelines, extracted and further theorized by modern scholars from 
a garden discourse like Yuan Ye . The complexity is perhaps already suggested by 
recent studies on Yuan Ye 園 冶 which argues that the book was written in reaction 
to the rising merchant culture in order to prove the literati's taste.3 This research 
concentrates on Qing Yangzhou gardens. By analyzing two extant gardens: Ge Yuan 
個園 and Jixiao Shanzhuang 寄嘯山莊，and other gardens owned by both 
merchants and literati, this study attempts to examine the hidden agendas of these 
gardens and to propose an alternative reading in order to reveal the complexity and 
ambiguity in their creation. 
1.2 Modern Studies on Gardens in Yangzhou: ’A Mixed Tradition of North and 
South' and T h e Qianlong Style’ 
Yangzhou gardens attracted the interest of a few modern Chinese scholars 
including the famous scholar Chen Congzhou 陳從周，and the locals Zhu Jiang 
朱、江 and Wu Zhaozhao 吳筆_1_]. However, the subject was rarely addressed by 
western scholars. In 1961 Chen Congzhou surveyed and recorded eighteen extant 
gardens and twenty courtyard houses in a book Yangzhou Yuanlin 揚州園林，which 
is by far the earliest and the most comprehensive field works being done. But this is 
much later than Liu Dunzhen's 劉 敦 禎 survey of Suzhou gardens in the 1930's, 
which shows the general neglect of the Yangzhou traditions. A more recent work 
was published in 1992 by the landscape architect Wu Zhaozhao, which includes 
discussions on a range of topics: theory, aesthetic and construction of Yangzhou 
gardens.4 
3 See Clunas, Craig, Fruitful Sites. Garden Culture in Ming Dynasty China. London: Reaktion 
Books Ltd., 1996, p. 175. 
4 Wu Zhaozhao, Duo tiangong. 
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The unique characteristic of the gardens that Chen and Wu have studied is 
described as either 'a mixed tradition of the North and South'5 or 'the Qianlong 
s t y l e ' 乾隆風格 6 - two terms that seems to ignore the influence of the garden 
owners. Chen Congzhou sees that Yangzhou gardens show the characteristics of 
both the Southern and Northern traditions. Chen believes that this mixed style was 
partly attributed to the location of the city, since Yangzhou is located at the Jiangbei 
region and near the cities of Nanjing, Hangzhou and Suzhou, and partly to the 
interchange of craftsmanship from both north and south at that t i m e 7 Also there 
were certain limitations in the topography that may contribute to Yangzhou 
gardens adopting a layout other than those large-scaled compositions of artificial 
mountain and lake that were normally constructed in Suzhou gardens. Land was 
relatively flat in Yangzhou city with no natural beauty or landmark that is visible at 
a distance like Hu Qiu 虎丘1卩 Suzhou where a garden in the city can borrow its 
view. Also rocks had to be imported and the city was located far away from Lake 
Tai. Thus, the size of the rocks available was usually small. With these limitations, 
Yangzhou gardens put more emphasis on smaller rockeries and plants as the main 
subject of the gardens.8 In a study of Shou Xihu gardens, Wu Zhaozhao remarks: 
Analyzing the garden art of Yangzhou in Qianlong's flourishing age, its main 
characteristics can be summed up as: gardens were constituted in the form of a 
complex; every private garden had its own originality and distinct individuality; 
garden environment was skillfully created by piled rocks and forms of the 
buildings in the garden were various and luxuriously furnished. Its aesthetic 
thinking was to display comprehensively the creative power of man full of 
worldly feelings; to abandon the quiet, spacious and natural artistic conception of 
the past; to express the progressive spirit of man in creating the beautiful 
environment; and to stress the beauty of forms and the exquisiteness of technique. 
These gardens were built with the similar artistic conception of royal gardens 
though in a different way. So, they were in fact gardens in Qianlong style. 9 
5 Chen Congzhou, Yangzhou yiianlin, p. 4. 
6 Wu Zhaozhao, Duo tiangong, p. 19. 
7 Chen Congzhou, Yangzhou yuanlin, p. 4. 
8 mid., pp. 8-9. 
9 Wu Zhaozhao, Duo tiangong. Quoted from the English translation on p. 191. 
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Here, Wu suggests that there was a tremendous change in the aesthetic thinking 
during the reign of Qianlong emperor from the emphasis on naturalness to formal 
beauty and strong technical skill, and he labeled this 'the Qianlong style’. 
1.3 An Alternative Reading 
Although both Chen and Wu have agreed to a changing nature of Yangzhou 
gardens in the Qing dynasty, the influence of the merchant's taste is only lightly 
mentioned by Chen. They do not see this change as a result of the contradictory 
needs and aspirations of the merchant and literati cultures, which was precisely the 
social climate at that time. This shows that modern Chinese scholars are still relying 
on rather limited vocabulary in reading Yangzhou gardens: those based on scholar 
tradition or imperial tradition. I will argue that they are inadequate in providing a 
framework for a true representation of these gardens. It seems that Chen has offered 
an explanation based on regional variation. But there is still a question: Is this 
mixing of the Northern and Southern traditions only happened on a stylistic level, 
or should this mixing be further explained with a model to consider fully the 
complexity of garden creation in late Imperial China. 
In fact, as I will argue in the following thesis, the merchants have played a far more 
significant role in producing a unique characteristic of the Yangzhou gardens than 
the emperor, imperial officials (The Qianlong Style, The Northern Tradition) or 
literati (The Southern Tradition). In reading gardens, some scholars assume they fall 
into a linear and progressive historical pattern, with design based on some 
theoretical principles. Variations appear because of the difference in environmental 
factors. Alternatively, we can read these gardens as the outcome of a 'living’ context, 
a context that includes the social, cultural and political factors of a region that are 
always changing. Stylistic difference in gardens is not regarded as variation of the 
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same literati theme, but a reflection of the needs and aspiration of their owner, 
bounded by a particular 'context' in question. 
This research undertakes the alternative reading. It is broadly divided into two 
parts: the first part is a background study of scholar garden in general, and those of 
Yangzhou gardens in its social setting of the Qing dynasty. These studies provide 
the framework, one that is not limited to the literati tradition, for further discussions 
in the next part. The second part concentrates on the studying of two gardens: Ge 
Yuan and Jixiao Shanzhuang. These two gardens were taken as case studies for 
several reasons: firstly, they are the only two urban gardens preserved in good 
condition with an area exceeding 5,000 m^, which allow a reading and analysis of 
the actual garden space. Secondly, they were both completed in the nineteenth 
century— Ge Yuan in 1818 and Jixiao Shanzhuang in 1875, in the post-Qianlong era 
一 and were amongst the last few gardens in Imperial Yangzhou. Thirdly, they are 
located inside the xincheng, or the 'New City’ where the salt merchants settled and 
lived, and to a certain extent, reflected the characteristics of the gardens in this 
region.lO 
There are a number of approaches in reading the two gardens. The first analysis 
reads two of the significant garden components— rockeries and buildings一 in 
connection with the imageries of 'immortal mountain' and 'scholar's hut' that often 
appeared in Ming and Qing landscape paintings. In this reading, I attempt to 
explain the significance of their spatial composition, and why they are preferred out 
of many others that represented a scholar garden. The two gardens can also be read 
morphologically as being divided into two halves, the western and eastern portions. 
The two contrasting portions, as I argue, are responses to as well as reflections of the 
10 The xincheng of Qing Yangzhou was located at the east of the jiucheng to take advantage 
of the Grand Canal, see Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire；' 
in Cities of Jiangnan in Late Imperial China, edited by Linda Cooke Johnson. New York: State 
University of New York Press, 1993, pp. 130-133. 
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mundane and the transcendent worlds. I will further argue that certain garden 
components act essentially as symbolic links between these two worlds to facilitate 
a shuttling. This shuttling expresses generally the merchants' aspiration to be able to 
travel freely between the mundane and transcendent realms. The third analysis is a 
metaphorical reading of certain motifs and themes in Ge Yuan. I will look at the 
bamboo motif together with those of Zheng Xie 鄭燮，the leading artist of the 
Yangzhou Eccentrics who specialized in painting bamboo. There are also studies on 
the resemblance of Ge Yuan to two earlier famous gardens Xingan 行 庵 and 
Xiaolinglong Shanguan /_]、玲瓏山館，and the historical connotation of its Baoshan 
Lou with the theme of 'kanshan'看山.Through these three readings, I attempt to 
generate a multitude of meanings that inform a unique garden culture of contesting 
needs and aspirations. 
The primary sources of this complex undertaking comprise two categories. The first 
category is based on materials pertaining to the literati culture, such as records of 
garden in the form of ytianji 園言己，and writings on gardens such as Li Dou's 李主-
Yangzhou Huafanglu 揚州畫舫錄 [ A c c o u n t of Yangzhou Pleasure Boats], Zhao 
Zhibi's ^ ; ^ ¾ 朽>1炉//肪(纽《7^ /2"/平山堂圖志 and Qian Yongs MW Luyuan 
Conghiia 履園叢話 which were written in the time of Qianlong. The second 
category is non-literati sources such as xuanzhi 縣志，or the local gazetteer which is 
a type of local history combining information on the administrative geography, 
famous sights, typical products, notable inhabitants and literature of a given region. 
The problem in reading these records is that they do not necessarily supply 
complete representations of gardens, and that the 'description' is always too 
culturally specific. 
6 
2.0 Scholar Garden: A Convention or Invention? 
2.1 Wenren yuan: A Problematic Term 
The Scholar Garden has absorbed the attention of scholars in many recent studies 
on Chinese gardens. The interest in this subject is perhaps expressed by the works 
of some eminent western scholars in Chinese art in the last twenty years, such as 
Alfreda Murck & Wen Fong's A Chinese Garden Court: The Astor Court at the 
Metropolitan Museum ofArt (1980), Richard Barnhart's Peach Blossom Spring: Gardens 
and Flowers in Chinese Paintings (1983), Rolf Stein's The World in Miniature, Container 
Gardens and Dwellings in Far Eastern Religion Thought (1990), Stewart Johnston's 
Scholar Gardens ofChina: A Study ofthe Spatial Design ofthe Chinese Private Garden 
(1991), and Craig Clunas's Fruitful Sites: Garden Culture in Ming Dynasty China 
(1996). And the subject has continuously fascinated recent Chinese scholars such as 
Zhou Weiquan's 周系佳權 Zhongguo gudian yuanlin shi 中國古典園林史(1990), 
Wang Yi's 王毅 Yuanlin yu Zhongguo wenhua 園林與中國文{匕（1990), Han 
Baode's 漢寶德 Wuxiang yu xinjing: Zhongguo di yuanlin 物象與）已、境： 
中國古典園林(1990), Zhang Jiaji's M^M Zhongguo zaoyuan lun 中國造園論 
(1991), Yang Hongxun's 楊 鴻 勛 Jiangnan yuanlin lun 江南園林論 ( 1 9 9 4 ) . Such a 
growth of interest inevitably contributes to a wealth of new knowledge about 
scholar garden. 
Among the many writings on the scholar garden, Stewart Johnston is notable for his 
study of gardens as a spatial art. The essence of a garden as three dimensional and 
urban space is one of the important aspects in Johnston's Scholar Gardens ofChina. In 
fact the use of Western architectural drawings and photography has offered modern 
scholars an impression of Chinese gardens from the nineteenth century onwards 
which further allowed the notions of empty, isotopic space to be introduced to the 
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study of Chinese gardens. In Johnston's analysis, instead of borrowing principles in 
landscape paintings, stone maps and paintings are taken as graphic evidence of 
Song urban and landscape planning in the understanding of gardens as a part of the 
urban spatial structure. Song gardens in Suzhou are studied as urban phenomenon 
through analysis of city plan. He includes a comparative analysis of six gardens in 
Suzhou, and by using a large number of plans, sketches, bird's eye views, sections 
and analytical diagrams showing movement and views in the garden, he has used 
his architectural and urbanistic approach to analyze the garden either as a theme of 
object-space-movement or an urban courtyard system of privacy and hierarchy. His 
use of some western terms such as 'serial vision' and Visual airway' to explain the 
layout of garden gives an alternative to adopting principles in painting. In this way 
he has developed a highly perceptual model of object-space-movement as the 
theory on the design of garden. To Johnston the beauty of Chinese gardens is found 
in a complex spatial arrangement and movement pattern to achieve a simulation of 
Nature.l But Chen Congzhou has offered a different view on the aesthetic of 
Chinese garden. Rather than a space-time art, Chinese garden has a unique style of 
high literary value. Scenery is beautiful not only because of its pictorial value, but 
becomes lively when inspired with sentiments.^ 
Yet there are a few problems relevant to these current studies. The first problem is 
about a convention of a binary categorization in describing Chinese garden: one 
category is wenren yuan 文 人 園 or 'scholar garden’, those private gardens owned 
by literati in the culturally rich Jiangnan area; the other category is 'imperial 
garden’, those extravagant gardens of the emperors near the northern capita l . And 
1 See Johnston, R. Stewart, Scholar Gardens ofChina: A Study and Analysis ofthe Spatial Design 
ofthe Chinese Private Garden. Cambridge: Cambridge University Press, 1991. 
2 See Chen Congzhou, Shuo Yuan. [On Chinese Gardens]. Shanghai: Tongji daxue 
chubanshe, 1984. 
3 This binary categorization of Chinese garden appears commonly in both Chinese and 
Western writings, for example, in Han Baode, Wuxiang yii xinjing: Zhonggiio di yuanlin. 
Taipei: Mingwen shuju, 1986, and Dou Wu, "Wenshiyuan shilun," in fianzhu shi, 1988, pp. 
179-188, and in Keswick, Maggie, The Chinese Garden- History, Art and Architecture. London: 
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so they are also known geographically as the southern and the northern traditions. 
'Scholars garden' has not been well defined, and in fact the terminology of 'scholar 
garden’ is only a modern, if not a western category of Chinese garden. In spite of its 
current popularity, wenren yuan was rarely used in traditional literature and even in 
early modern studies on the subject, of which the more localized term Jiangnan 
yuanlin was used to refer more or less the same gardens. And once this binary 
categorization is widely accepted, it sometimes causes confusion. Many gardens 
owned by merchants and aristocracy fall into the category of wenren yuan, and are 
read accordingly.^ And the tradition of scholar garden, so rich and appealing, has 
overshadowed the non-literati influence on other gardens, either related to temple, 
academy or aristocracy. As this modern binary categorization coincides with the 
traditional one in Chinese paintings: wenrenhua 文人畫 and yuantihua 院體畫,the 
term wenren yuan is often used to imply a superiority of the scholar garden over the 
imperial garden.^ With the wenren yuan being considered as a conscious product of 
the literati culture, it is tempting to place any extant scholar garden, such as 
Zhuozheng Yuan, within a theoretical and aesthetic framework. In this way a 
garden is often read like a walk-in landscape painting and poem, or an idealized 
and magical realm where some hermits were once living. When this fantasy and 
romantization on scholar gardens is further extended to the historical studies of 
gardens, there is a danger that their readings are bounded by an oversimplified 
framework of literateness, even though some of them were owned by non-literati. 
Academy Editions, 1980. Also, in Chen Lifang and Yu Sianglin, The Garden Art ofChina. 
Portland: Timber Press, 1986, and Chen Lixian, Art and Architecture in Suzhou Gardens. 
Nanjing: Yilin Press, 1992. 
4 An example is Cheng Liyao, Wenren yuanlin jianzhu: Yijing shanshui tingyuan yuan. Beijing: 
Zhongguo jianzhu gongye chubanshe, 1992. Ge Yuan and He Yuan (Jixiao Shanzhuang) are 
included and discussed as scholar gardens. 
5 An example is Dou Wu, "Wenshiyuan shilun," pp. 179-188. 
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The second problem is that, almost every modern studies present a positive reading 
about scholar garden.^ In the view of modern scholars, such as Stewart Johnston, 
The scholar garden was devoted to a particular mode of life brought to perfection 
by its designers. Here in the garden, city-dwelling scholars and intellectuals 
created, in miniature, their own image of nature, and here urban bureaucracy 
discovered the ideal physical form to satisfy that dialectic relationship of man and 
nature that is the essence in Chinese thought. From such motivation there 
emerged a highly complex, highly successful and perfectly delightful 
environment. 7 
Here scholar garden is essentially a 'microcosm，，and functions as 'a device for 
contemplation and enjoyment of nature’. Overpowered by such spiritual 
connotation, the materialistic aspect of a garden is often dismissed, its intimate 
connection to its particular cultural context is also neglected.^ Thanks to the studies 
of Ming gardens by Joanna Handlin Smith and Craig Clunas, which I will discuss in 
section 2.3.2, a certain complexity behind this symbol have been revealed. Since 
then we have become aware of the materialistic aspect of a garden: a property, a 
commodity, and a social space. 
The third problem is the pre-occupation of a modern notion of linear, progressive 
development in Chinese garden in explaining the stylistic difference between 
scholar gardens of different areas: 
The physical characteristics of the Chinese urban garden were well established by 
the early Ming era and, from that time on, garden design increasingly developed 
in sophistication and technique, reaching its highest achievements during the 
earlier part of the Qing dynasty.•…Differences in style were due in the main to 
6 Wang Yi is perhaps an exception, who reads scholar gardens critically, and argues that 
they contributed to a decline of literati culture in late Ming, see Wang Yi, Yuanlin yii 
Zhongguo wenhua [Garden and Chinese Culture]. Shanghai: Shanghai renmin chubanshe, 
1990. 
7 Johnston, R. Stewart, Scholar Gardens of China, introduction. 
8 The material culture of Chinese garden in Ming dynasty is discussed in Clunas, Craig, 
Fruitful Sites. 
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location, climate and the level of skill of the designers and craftsmen rather than to 
any fundamental differences of principle.^ 
And here Johnston has oversimplified the historical development of scholar garden, 
and ignores the fact that this 'maturity’ of garden actually happened at different 
cities: not until the Zhengde and Jiajing eras of the Ming dynasty had Nanjing and 
Suzhou experienced a substantial increase in the numbers of gardens, and then the 
prosperity of gardens had shifted to Yangzhou since the early Qing dynasty. ! �A n d 
in explaining the regional stylistic variations of these gardens, he further ignores the 
difference in social and cultural climates of these cities as a contributing factor. 
Beginning with inquiries to the timelessness of some enduring image of scholar 
garden, such as Wangchuan Bieye, and the authority of now an important treatise 
on garden. Yuan Ye, the remaining sections of this chapter attempt to suggest an 
alternative view of scholar garden as part of a material culture of the late Ming. And 
I would argue that it was the ambiguity of scholar garden that appealed to the salt 
merchants in the context of Qing Yangzhou, who perceived their own gardens 
somewhat differently from a tourist looking at them today. 
2.1.1 Gardens and Eremitism: Taohua Yuan And Wangchuan Bieye 
The origin of u>enren yuan is often explained by modern scholars in connection with 
the literati's ideal of retreating to a garden since the Six Dynasties.il And two 
'hermits', Tao Qian 陶潛 and Wang Wei 王系佳，now stand out as the models for 
imitating their ideal scholar gardens. Tao Qian lived in the Six Dynasties, a time of 
palace revolution, peasant revolts, banditry and civil wars. In order to avoid 
conflicts with his own principles, Tao preferred a return to nature after a short 
9 Johnston, R. Stewart, Scholar Gardens of China, introduction. 
10 The expansion of garden culture at Nanjing and Suzhou during Ming dynasty is 
discussed in Clunas, Craig, Fruitful Sffes,pp. 60-71. 
II See, for example, Murck, Alfreda and Fong Wen, A Chinese Garden Court: The Astor Court 
at the Metropolitan Museum ofArt. New York: Metropolitan Museum of Art, 1980, pp. 4-9. 
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service in the court, where freedom could be attained. Although in the countryside 
he lived a simple, if not a poor life, he expressed the ideal of a garden as a personal 
retreat and paradise, through his famous poems Guiqu Laid 歸去來辭 and Yin Jiu 
飲酒 , a n d his well-known fable of Taohua Yuan ^ ^花源’ the Peach Blossom Spring. 
The Peach Blossom Spring was created in Tao's writings as a stream leading 
through blossoming peach trees into a hidden pure retreat from the vulgar world of 
debased politics. Tao's image have often been invoked by frustrated would-be 
officials who could find in it comfort to compensate for their frustration. Thus to 
some cultivated people, literati gathering in gardens represented a pure retreat 
outside the vulgar city (Figure 2.1 & 2.2). 
Wang Wei (701-761) was a famous Tang poet, painter and calligrapher. His garden, 
Wangchuan Bieye 輞]11另!]業，was built in the eighth century and was situated on 
a countryside near the Tang capital Chang'an. Wang made paintings of each of its 
views and composed poems to celebrate them. One poem with the title 'Bamboo 
Grove’ reads: 
I sit alone in a bamboo grove. 
Strumming on my lute while singing a song; 
In the deep forest no one knows I am here. 
Only the bright moon comes to shine on me.l2 
The poem celebrates the literati's elegant solitude, only with the moon as his 
companion. Wang Wei's words established the hermitic image and mood of a 
scholar, and his garden became a compelling symbol in both painting and poetry 
for the secluded life of a scholar. 
12 Robinson G.W., Poems of Wang Wei. Hamondsworth: Penguin, 1973. 
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Tao Qian and Wang Wei's gardens became the ideal that later literati were looking 
for in creating their own gardens. 13 Together their gardens reflected the two aspects 
of eremitism: the idea of hiding/escape, and solitude. The difference between their 
garden ideal, that is between hiding/escape and solitude, lies in the fact that 'escape 
and hiding' represent the defensive and 'solitude' a more aggressive aspect of 
eremitism. Indeed they reveal an inner contradiction of any eremitism: that between 
the concealment of one's own vestiges in the world and the emphasis on one's 
personal 'will'.14 These two contradictory aspects continued along the history of 
scholar gardens, and we can easily come across names of famous garden that 
addressed these two themes, for example, Zhuozheng Yuan 拙 政 園 and Wangshi 
Yuan 網 師 園 to retreat/escape, Duluo Yuan 獨 樂 園 to solitude. As we shall see 
in the case studies of Ge Yuan and Jixiao Shanzhuang, this recurring theme of 
eremitism also permeates the air of the two gardens. The name 'jixiao', which comes 
from Tao Qian's famous poem Guicju Laici 歸去來辭，connects the garden with the 
idea of retreat/escape. And the name 'ge\ which connotes the meaning of 'geren ‘ 
'靣人 or 'gebie'個別,expresses the other aspect of eremitism—solitude, but in a 
more robust form. 
We can now only imagine the layout of the Wangchuan Villa from the various 
copies after Wang Wei's original depiction. 15 In a copy by the Song painter Guo 
13 Modern writings on the influences of Taohua Yuan and Wangchuan Villa on Chinese 
gardens include Keswick, Maggie, The Chinese Garden, 1980, pp. 79 and 93, and Murck, 
Alfreda and Fong Wen, A Chinese Garden Court, pp. 6, 21-23. 
14 Wolfgang Bauer, "The Hidden Hero: Creation and Disintegration of the Ideal of 
Eremitism," in Individualism and Holism: Studies in Confucian and Taoist Values, edited by 
Donald J. Munro. Bauer argues that the concept of 'solitude' in China is more characteristic 
of the wish for independence than of a desire for isolation. Solitude as the aggressive aspect 
of eremitism means that it often becomes a justified or nonjustified opposition to state and 
society. 
15 Recent study shows that there are as many as nineteen extant copies of the Wangchuan 
Villa. In the Song dynasty, there were at least two copies of the Wangchuan handscroll, 
claimed to be Wang Wei's own work.. One of them is a copy by Guo Zhongshu. And two of 
the copies in the Ming dynasty based on the Guo Zhongshu's copy are analysed in a 
catalogue by Munakata, Kiyohiko, Sacred Mountain in Chinese Art. Urbana: University of 
Illinois, 1991, pp. 176-179. 
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Zhongshu 郭；忠恕(910-977), the garden appears more than a humble retreat: it 
was made up of spacious buildings, courtyards, and pavilions connected by 
corridors and bridges (Figure 2.3). With exquisite architecture and spectacular 
scenery, the villa imposed neither the spiritual content of isolation nor abnegation 
that characterized the famous garden. This shows that, even the meaning of such 
enduring image was subjected to change in response to the social and cultural 
climates of different times. 
2.2 Discourses on Gardens: The Authority of Yuan Ye 
Published in, or shortly after 1635, Ji Cheng's 計 成 Yuan Ye 園 冶 is considered by 
modern scholars to be the first known practical manual on garden design in the 
Ming dynasty.l6 Writings on garden were usually piecemeal and often appeared in 
those Ming literature about pleasure of a gentleman's life and art appreciation. The 
most notable are Wen Zhenheng's 文 震 亨 Zhangwu Zhi 長物誌 [ T r e a t i s e on 
Superfluous Things], Gao Lian's 高、濂 Zunsheng Bajian 尊生 / \箋 [ E i g h t Notes on 
Respectful Living] and Li Yu's 李漁 Xianqing Ouji 閑1、青偶寄[A Temporary 
Lodge for My Leisure Thoughts], but none of them is written in a comprehensive 
way as Yuan Ye, in which Ji Cheng touched upon a range of garden topics一 
situation; layout; buildings; non-structural features; structural features; and scenic 
features— in an effort to 'hand down’ in writings his knowledge about garden 
making. 
From what he and his patrons mentioned in the preface of the book, we now know 
that he was a skillful painter and traveled widely before becoming a garden 
designer. He created several gardens and one of them was in Yangzhou— a garden 
named Ying Yuan 影 園 which belonged to his patron Zheng Yuanxun 鄭兀動 . 
16 See the introduction by Alison Hardie in Ji Cheng, The Craft ofGarden. Translated by 
Alison Hardie. New Haven: Yale University Press, 1988, p. 9. 
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Yiian Ye has occupied a prominent place in modern writings on Chinese gardens. 
Thanks to the discovery of a copy of the book in Japan by Dong Kang and Zhu 
Qiqian earlier this century, it was republished in 1931 by Dong and the Society for 
Research in Chinese Architecture. But most of the copies were lost during war time. 
It was reprinted again in 1956 based on edition of the Society for Research in 
Chinese Architecture. Indeed, besides these publications under the original title, 
there are five more editions in Japan under different titles.l7 Not until 1949 did a 
partial English translation of Yuan Ye appeared in Osvald Siren's Gardens ofChina. 
But when Chen Zhi 陳 植 annotated the book in 1978, it becomes popular ever 
since. And a whole translation was done by Alison Hardie in 1988 and recently 
Zhang Jiaji gave an expanded annotation in 1993. Modern interest in Yuan Ye is 
centered on it being regarded nowadays as the 'first book to study and summarize 
the theory of garden d e s i g n ' l 8 and also because it extolled the importance of master 
designer as an equivalent to the modern landscape d e s i g n e r . l 9 What is concerned 
here is the over-attention on Yuan Ye, that the book is read as a theoretical treatise 
on scholar gardens, in which there are general principles that is common to all 
gardens. Such a point is debatable, and might not be what Ji Cheng and his 
contemporaries saw, especially when traditional writings on gardens were often 
concerned about concrete particulars and there was an enduring reluctance to 
operate at the level of treatises on general p r i n c i p l e s . 2 0 And Ji Cheng's uses of local 
terms and his descriptions of the rock types also implies that he expected the book 
to be applied only to a comparatively limited geographical area of Jiangnan where it 
was published. Moreover, although Ji Cheng has given certain advises on garden 
17 Md., preface. 
18 Hardie, Alison, "Ji Cheng's Yuan Ye in its Social Setting," in The Authentic Garden: A 
Symposium on Garden, edited by Leslie Tjon Sie Fat and Erik de Jong. Leiden: Clusius 
Foundation, 1991, p. 207. 
19 Stanislaus Fung, "Word and Garden in Chinese Essays of the Ming Dynasty: Notes on 
Matters of Approach," in Interfaces: Image, Texte, Langage, June 1997, pp. 11-12. 
20 See Stanislaus Fung, "Longing and Belonging in Chinese Garden History/' forthcoming. 
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design, they were not meant to be garden theory of any kind. On the contrary, he 
was the one who was against the idea of any fixed rule. In the last chapter of the 
book he says: "There are no fixed rules for designing gardens but in making use of 
natural scenery there must be something to base on ....," but still "There is no 
definite way of making the most of scenery; you know it is right when it stirs your 
emotions."2l The closest to an attempt in setting up principles is found in the first 
chapter, where the ideas of yin 因，'interdependence', jie 借，'borrowing', ti 體， 
'suitability', and yi 宜， 'appropriateness' are introduced: 
Skill in landscape design is shown in the ability to follow and borrow from the 
existing scenery and lie of the land, and artistry is shown in the feeling of 
suitability and appropriateness created..... 
Interdependence means following the rise and fall of the site to accentuate their 
intrinsic form; or lopping branches from trees that block the view and using rocks 
to direct the flow of a spring so that they are mutually complementary. Where a 
pavilion would be appropriate , build a pavilion, and where a gazebo, build a 
gazebo. It does not matter if the paths are hidden away; in fact they should be laid 
out so that they twist and turn with the land; this is what is meant by artistry 
through suitability. 
To borrow from the scenery means that although the interior of a garden is 
distinct from what lies outside it, as long as there is a good view you need not be 
concerned whether this is close by or far away, whether clear mountains raise 
their beauty in the distance or a purple-walled temple rises into the sky nearby. 
Wherever the view within your site is vulgar, block it off, but where it is beautiful, 
take advantage of it; never mind if it is just of empty fields, make use of it all as a 
misty backgroimd.22 
The question is: can we use Ji Cheng's idea to gauge the literateness of a garden, 
such as Ge Yuan or Jixiao Shanzhuang, for the purpose of valuing it among others? 
Li Yuan Ye, the word 'Interdependence', taking it literally, is to conform with the 
shape and natural configuration of the site, while 'borrowing' implies the 
21 Ji Cheng, The Craft ofGarden, pp. 119-121. Minor alteration on the first sentence. 
22 Jbid., pp. 39-40. Minor alteration on the translation of yin, jie, ti and yie as 
'interdependence', 'borrowing', suitability' and 'appropriateness' based on Stanislaus Fung 
& Mark Jackson, "Four Key Terms in the History of Chinese Gardens," in Proceedings ofthe 
International Conference on Chinese Architectural History, Chinese University of Hong Kong, 
August 1995, volume on "Issue and Methodology," pp. 21-42. 
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incorporation of external features into the garden. And together, there is a meaning 
of commanding and exploring the natural characteristics of the site available and 
the surrounding context, so that the elements of a garden and the context are 
mutually complementary to create a misty background. Ji Cheng's use of the words 
'mutually complementary' and 'misty background' thus involved a kind of 
subjective interpretation in applying 'interdependence' and 'borrowing', which 
renders his ideas impossible to be used as any objective criteria to evaluate any 
garden. 
To the modern reader Yuan Ye is perhaps hard to understand, because the style of 
the book varies between plain language and poetry. Chen Congzhou points out it 
might be possible that Ji Cheng wrote the technical aspects while some scholars 
patronized by Ruan Dacheng 阮大誠 polished the prose-like a s p e c t s . 2 3 The 
advantage of using prose-like description is to build up an atmosphere which will 
inspire others to create a garden which can express the emotions he was 
e x p e r i e n c i n g . 2 4 In some instances the treatise, as Stanislaus Fung has observed, "in 
tone, slides between prescription, suggestion and evocation and in content, it works 
almost entirely in literary commonplaces. The poems and essays in the literary 
tradition, born of a co-arising of sentiments and scenery {qing 个青 and jing 景)here 
becomes the fecund ground conveying a sense of the architectural gestures that 
might, in turn, elicit further conjunctions of scenery and sentiments." And Fung 
argues that, "This compositioning of particulars in the evocative correlation of 
scenes and action takes the place of conceptual judgments based on clearly defined 
principles of d e s i g n . " 2 5 j i Cheng thus did not establish any fixed rule in garden 
making, one has to create his own setting in the light of his personality and the 
landscape and environment he has to work with. 
23 As cited in Hardie, Alison, "Ji Cheng's Yuan Ye in its Social Setting," pp. 207-214. 
24 Ji Cheng, The Craft ofGarden,p. 9. 
25 Stanislaus Fung, "Word and Garden in Chinese Essays of the Ming Dynasty," pp. 11-12. 
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Although Yuan Ye was the only complete treatise on garden art, it was hardly 
discussed in traditional writings and was omitted from the Siku Qmnshu, 
四庫全書 the Qing imperial bibliographical compilation. The obscurity of the 
book is attributed to Ruan Dacheng, who wrote a preface. Ruan was a political 
associate of the notorious court eunuch Wei Zhongxian was contributed to the 
decline and fall of the Ming dynasty, thus his involvement in the book caused it to 
become obscure.26 Another reason is Ji Cheng himself belonged more to an artisan 
class of humble origins, and the meaning of garden was monopolized by the literati. 
The scholar who created a garden for himself was usually a poet as well as a 
painter. A garden is therefore an expression of the literal 's ideal of the spiritual and 
aesthetic tradition. In fact the authority of Yuan Ye nowadays has been predicated 
on the authority attributed to the role of modern landscape designer as an 
intentional subject, a role that was not clearly established in Ji Cheng's t i m e . 2 7 
2.3 A Material Culture 
2.3.1 Xianqing Ouji and the Popularization of Gardens in Late Ming 
Li Yu (1611-1680) was an important playwright in the Ming dynasty, and he also 
regarded himself a distinguished garden designer. His Xianqing Ouji completed in 
1671 was a manifestation of his tastes, interests, and thoughts and included 
discussions on houses and gardens. The antecedent of Xianqing Ouji was the 
Zunsheng Bajian by the Ming playwright Gao Lian, but there are considerable 
differences in the subject matter. Gao Lian was more concerned with health and Li 
Yu, on pleasure. Also Li Yu did not deal with the major topics of aesthetic 
appreciation: poetry, painting and calligraphy, nor with the conventional minor 
26 Ji Cheng, Yuan Ye zhushi, 2nd rev. ed., edited by Chen Zhi. Beijing: Zhongguo jianzhu 
gongye chubanshe, 1988, p. 5. 
27 Stanislaus Fung, "Word and Garden in Chinese Essays," pp. 11- 12. 
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literati pursuits of antiques, inkstones, seals, tea and wine. Although his book was 
meant to be savored by the rich, it was also intended for the literary public. There 
were advises on various issues: the direction a house should face, paths, the slope of 
the site, eaves, ceilings, paving, windows and latticework, inner and outer walls, 
tablets and couplets, rockeries and grottoes. But unlike Yuan Ye, which constantly 
refer to Tao Qian and others in favor of eremitism,28 Li Yu was more concerned 
about sensual pleasure, a pleasure that was highly visual, than spiritual. He 
described his ideal garden not as discrete part but a place of controlled perception: 
Inside the gate there is a footpath and the footpath must be winding. At the 
turning there is an outdoor screen and it must be small. Behind there is a terrace 
and it must be level. On the banks there are flowers and they must be fresh. 
Beyond is a wall and it must be low. By its side is a pine tree and the tree must be 
old. At its foot there are rocks and they must be quaint. On the rocks there is a 
pavilion and it must be simple. Behind it there are bamboos and they must be 
sparse" At the end of the bamboo there is a house and the house must be 
secluded.29 
Li Yu had constructed the Banmou Yuan 半敏園 [ H a l f Acre Garden] and Jiezi 
Yuan 芥子園 [ M u s t a r d Seeds Garden]. This slow, picturesque unwinding of the 
visual scene towards the house shows that Li Yu composed his garden as a series of 
distinct but interconnected parts to be discovered and enjoyed. Johnston observes 
that this spatial planning is analogous to the unrolling of a Chinese landscape 
painting.30 In another passage: 
If you can truly equip yourself with idle feelings (xianqing) and the eyes of 
wisdom, everything you see will form part of a picture and everything you hear 
will be the material of poetry. For example, I am sitting beside my window while 
someone is walking outside. If it's a girl I see, of course the picture will be of a 
beautiful woman. But even if it's an old woman or a white-haired old man with 
28 See, for example, Ji Cheng, The Craft ofGarden, pp. 121-122. 
29 Li Yu, Art ofLiving, quoted from Lin Yutang, The Importance ofLiving, 1938, pp. 272-273. 
30 Johnston, R. Stewart, Scholar Gardens of China, p. 49. 
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walking sticks, they too form equally indispensable subjects for paintings by the 
master. If it is children I see playing, they will form a children-at-play picture.31 
The window was described by Li Yu as a framing device that converted everything 
seen through it into pictures. He claimed himself the first artist to use this open or 
'picture' window to capture the view. He planned to use it on a pleasure boat on the 
Xihu, but could not afford to build the boat; he applied the idea instead to his house 
in Nanjing, placing the window opposite a rock in his garden. Li praised his own 
invention: "As I sat there and watch, the window became a picture instead of a 
window and the rock a rock in a landscape painting instead of the rock behind my 
room."32 This device aestheticized all of visual life, no matter how banal it was. 
On the one hand, Li Yu put more emphasis on visual pleasure, rather than the 
spiritual content, of a garden, but on the other hand, he was strongly against the 
idea that there was a higher value in those things which only the rich could afford. 
For him it is not an object's rarity or the cost of its material that makes it valuable, 
but its practical usefulness and artistic quality. His principal aesthetic values were 
naturalness and simplicity, and his ideal solution was both practical and aesthetic. 
The notion of naturalness was based on the idea that innate character of things must 
not be transgressed or thwarted. In gardens, the frugal is to be preferred to the 
lavish. The less elaborate an object is, the better. If artifice is necessary, it should be 
as natural as possible. For example, Li Yu put more attention to a total composition 
of rockery, rather than the ornamental brilliance of the parts, and in achieving a 
unity of part and whole with very big rocks, he proposed that a miniature mountain 
could be made of a mixture of rocks and earth.33 
31 Li Yu, Xianqing ouji. Hangzhou: Zhejiang guji chubanshe, 1985, p.l64. Translation quoted 
in Patrick Hanan, The Invention ofLi Yu. Cambridge: Harvard University Press, 1988, p. 69. 
32 Jbid., pp.157-159. Translation quoted in Patrick Hanan, The Invention ofLi Yii, p.69. 
33 Li Yu, Xianqing oiiji, p.l81. 
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This seemingly contradiction was explained by the fact that, while the attention to 
the materialistic aspect was in tune with the popular culture of the rich, especially 
when his book was a quest for patronage.^^ The emphasis on simple, frugal living 
was partly the result of his own desire for the 'natural', and partly a reaction to 
Kangxi Emperor's Sacred Edict, which was issued in 1670.35 Yet Xianqing Ouji was 
ordered to be destroyed and many of Li Yu's dramas were banned. In the time of 
early Qing dynasty, the Manchu court undertook severe ideological purification and 
rigid control of intellectual activity to solidify political order. Qianlong's 
compilation of the Siku quanshu was an attempt to purify the mind of both the 
educated elite and the common people and to rid them of the undesirable influences 
of heterodoxy under the various labels: un-Confucian and anti-Manchu.36 In the 
moralistic Neo-Confucian ideal of life, leisure in the form of entertainment was seen 
as an idea inimical to the moral mind of self-cultivation. The constraints imposed by 
the Qing Government included the purification of life-style by suppressing the 
growing leisure businesses which had reached a new height of development 
through commercialization in the late Ming and early years of the Qing. Kangxi 
commenced a repression of theater: elite participation in theater was prohibited, 
staging theater with vulgar theme was banned, and theatrical activities were 
restricted to special zones in a city. And from Yongzheng onward, scholars and 
officials were not allowed to have family theatrical troupes. Buddhist and Daoist 
ceremonies and festivals were also banned or curbed.37 
34 Patrick Hanan, The Invention ofLi Yu, p. 196. Hanan argues by using the example that Li 
Yu looked forward to advise Gong Zhilu when he bought the City Recluse Garden. In Yu 
Gong Zhilu Dazongbo, Li Yu claimed that: "I have not been able to develop my talent, and no 
one has seen fit to employ it That is why I felt compelled to write the book Xianqing Ouji, 
relying on empty words to reveal a little of the knowledge I possess." (p.l96) 
35 rbid., p.74. The fifth maxim of the edict counsels moderation and thrift, and forbids 
lavish expenditure and waste. 
36 Chun-shu Chang and Shelly Hsueh-lun Chang, Crisis and Transformation in Seventeenth-
Century China: Society, Culture, and Modernity in Li Yu's World. Ann Arbor: The University of 
Michigan Press, 1991, p. 329. 
37 n?id., p.339. 
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Li Yu was probably the most popular and widely known nonconformist among 
both the intellectuals and the public in the early Qing. But still Li Yu was dismissed 
by his contemporaries. Because his thought characterized the cultural pluralism and 
liberal intellectual climate of the late Ming, he became the target of criticism from 
the literati, who promoted a different philosophy and political belief: collectivism 
and moralism. The intellectual vigor and originality, boldness and 
unconventionalism, as well as the new spirit of invention and transformation that 
characterized people, such as Li Yu, in late Ming no longer described the cultural 
climate in the time of Qing. 
2.3.2 Recent Studies on the Material Aspect of Ming Gardens 
In suggesting an alternative reading of a garden, the likely question is: why do we 
have to know its materialistic aspect, when its spiritual aspect was the only concern 
to the people of that time. The reason is: in some instances, it is the materialistic 
aspect that obsessed a literati to build his own garden, while the literati's ideal 
masked the conspicuous luxury in our reading of a garden. Because in the time of 
the late Ming, the attractiveness of a garden to other literati art of painting or 
poetry, is precisely based on the difference, rather than the similarity, between 
them. I will further elaborate on this issue, and show how did it affect our reading 
of gardens. 
Garden, to Ji Cheng, remains a setting for the literati: a place secluded within its 
wall, to be withdrawn from social and political affairs. But Joanna Handlin Smith's 
observation on a garden built by Qi Biaojia 祁彪佳,a Ming literati, shows that a 
garden could function as the reverse of the literati ideal of retreat and solitude— not 
only an extravagance but a medium of social interaction.^^ Qi Biaojia (1602- 1645) 
was an exemplary scholar in the late Ming. He attained the jinshi degree at the age 
38 Smith Joanna F. Handlin, "Gardens in Ch'i Piao-chia's Social World: Wealth and Values 
in Late-Ming Kiangnan," in The Journal ofAsian Studies 51, February 1992, pp. 55-81. 
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of twenty-one, and after enjoying a successful official career he retired at the age of 
thirty-three in his native city Shanyin to build his own garden, Yu Yuan 寓園.S m i t h 
says that there is "no tension between a desire for solitude and demands of guests is 
voiced in Qi's extensive available writings."39 But Qi's garden reflects the conflict 
between the literati's ideal of eremitism and the rising material culture in at least 
two ways: Firstly, although his garden was marked off from the outside world as 
his "guests often lost track of how they got in" — an image just like Tao Yuanming's 
'Peach Blossom Spring’，Smith noted that "the obscure and roundabout entrances 
served to transport visitors to a distinct realm, not to lock them out, and the 
boundaries defined the garden territory rather than closing it o f f . " 4 0 From Qi's own 
garden record, Yushan zhu 寓山注,his garden was in fact, a luxurious r e t r e a t . ^ l The 
garden occupied three sides of the mountain and overlooked ten mou^^ of level 
land, with panoramic views and a multitude of buildings— two halls, three 
pavilions, four covered walkways, belvederes, embankments, galleries, and a 
library housing 31,500 jiian of books. Moreover, Qi's attention to scenic views and 
strange rocks in garden often functioned to attract visitors because they were 
something not purchased readily by any rich people, thus showing more than an 
aesthetic interest, but a social appeal for new g u e s t s . 4 3 Although Qi took great pride 
in his garden, he also betrayed a certain defensiveness when he made clear that his 
initial design was modest, and only after much hesitation did he accept his guests' 
suggestion that expansion was indeed e s s e n t i a l . 4 4 
Secondly, his garden housed one of the largest and most renowned libraries of the 
late Ming— a symbol of revered scholarship, but Qi also used his garden as a 
39 Md., p. 65. 
40 Jbid. 
41 Qi Biajia's Yushan zhu is included and annotated in Chen Zhi and Zhang Gongshi eds. 
Zhongguo lidai mingyiianji xiian zhu [A selection of Writings on Famous Gardens in China]. 
Hefei, 1983, pp. 259- 295. 
42 15 mou is about 2.25 acres. 
43 Smith, Joanna F. Handlin, "Gardens in Ch'i Piao-chia's Social World," p. 72. 
44 Qi Biajia, "Yushan zhu；' p. 260. 
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medium for interacting with elite members of his community.45 He solicited advice 
from his friends on the building of the garden, invited them to inspect the 
construction process, engaged them to memorialize the garden in verses, and 
entertained them by sponsoring drama in his garden. His garden became a social 
center from which Qi could reach out to the community, where a local elite showed 
an aesthetic appreciation for property with prized scenery and entertainment in 
beautiful settings. This also explains why literati chose garden-making among other 
pursuits to enlarge their social influence: gardens were wholly identified with and 
controlled by their owners, as the term zhuren 主 人 implies. Through gardens, the 
literati could mark off, while maintaining control over, actual space to be used for 
socializing purpose. Smith's reading of Qi's garden as an ostentatious display of 
wealth and social space, which was the reverse of any literati's ideal— frugal life or 
eremitism, in fact responded to the social climate of his time, and "thus, a break with 
the ideal of frugality took place. In vain did Wang Chaoshi 王 朝 式 warn against 
garden-building as prodigal and in vain did Liu Zongzhou 劉 宗 周 criticize the 
sort of wasteful dramatic productions that Qi sponsored. To function effectively in 
his community, Qi found it necessary to deviate from the positions of these two 
mentors."46 As Timothy Brook puts it: 
Gardens to which outside entry was forbidden were of no value in the stressful 
competition for status in late-Ming gentry society. Their consumption had to be 
conspicuous, and that conspicuousness invariably imparted to every social 
interaction a public significance. The gentry related to each other in public as a 
public elite.47 
There is an apparent tension in Qi Biajia's garden between the literati's idea of 
eremitism and the setting for extroverted, costly socializing. Qi Biajia's garden 
45 Smith, Joanna F. Handlin, "Gardens in Ch'i Piao-chia's Social World," pp. 72-73. 
46 mid., p. 75. 
47 Brook, Timothy, Prayingfor Power: Buddhism and the Formation ofGentry Societi/ in Late-
Ming China. Cambridge: Council on East Asian Studies, Harvard University, 1993, p. 28. 
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certainly deviated from Wang Wei's idea of literati solitude. But eremitism, as a 
modern scholar Aat Vervoorn interpret, is not necessarily confined in secluded 
landscape. It is a hiding that takes place within society rather than outside it.48 And 
it is only in a garden that shiyin is possible. Jn the view of Craig Clunas, the idea and 
meaning of garden was not stable and unchanging at all levels of the Chinese 
society. He argues that, even within the relatively circumscribed group of the 
Jiangnan elite, the word yuan could evoke a wide range of actual practices and 
cultural constructs. He places the cosmological connection of gardens of the sixteen 
and early seventeen century in the common history writings in an ahistorical 
framework, with evidence gathered from widely different historical periods to 
support the thesis of the garden as a mysterious sacred landscape.49 Clunas tends to 
explain the changing nature of garden as a social phenomenon. In the discussion on 
Ming gardens as property from a materialist perspective, he highlighted the 
significance of aristocracy to Ming gardens and the garden's role as a commodity 
and social space in establishing the social status of the owners. In Superfluous Things, 
a study of Zhangzvu Zhi by Wen Zhenheng which was completed before Yuan Ye 
around the years of 1615-20, Clunas sees the book not only on the art of garden but 
also on luxury consumption in the Ming dynasty. According to Clunas, Wen 
Zhenheng presented the garden not as a single coherent site, with boundaries and 
consistent internal features, but as a bundle of scattered characteristics, each is 
subject to the types of discrimination on the ground of taste that are the main 
purpose of the Treatise'.50 The distinction invoked is the one between 'elegant' and 
Vulgar', but he has made a remark that it would be unwise to attempt to draw a 
simple distinction between 'elegant' gardens belonging to men of literati 
48 Vervoorn, Aat, "The Origins of Chinese Eremitism" In Journal ofthe Institute ofChinese 
Studies. Chinese University of Hong Kong, vol.l5,1984, pp. 249-295. 
49 Clunas, Craig, Fruitful Sites, p.205. 
50 ft>id., p. 166. More discussions about the content of Zhangzuu Zhi in Clunas, Craig, 
Superfluous Things: Material Culture and Social Status in Early Modern China. Cambridge: 
Polity Press, 1991. 
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background and tastes, and Vulgar’ gardens belonging to a rich but tasteless 
aristocracy. 51 
The purpose of Yuan Ye is argued by Craig Clunas as 'the commodification of 
knowledge' in the late Ming. Clunas sees Yuan Ye not as the culmination of a long 
and unrecorded tradition of essential wisdom about landscape, but a response to a 
historically specific politics of taste and consumption.^^ The rise of a new wealthy 
merchant class with aspirations to join the cultured upper class created a strong 
demand for advise on garden making. In some ways Yuan Ye is aimed at these 
nouveaux riches to avoid vulgar designs. Yuan Ye's approach to garden: 'though 
man-made, they will look like something naturally c r e a t e d ' 5 3 are characteristic of 
Chinese art as a whole in this period. The belief in simplicity and refinement as the 
highest form of artistic expression and the cult of the natural were the ideal of the 
Ming literati. 54 And "the master in charge of constructing a garden residence should 
really account for nine-tenths of the work, and the workmen he employs for only 
one-tenth."55 In this way, a garden is also a portrait of the owner, revealing his 
personal taste and knowledge. 
If }i Cheng wrote Yuan Ye to respond to the increasingly materialistic garden culture 
in late Ming, Li Yu's Xianqing Ouji was a response in a complex but more positive 
way. But Yuan Ye reflected a flourishing garden culture within the Jiangnan area in 
late Ming, as well as a the unresolved contradiction between the spiritual aspect of 
scholar garden and a rising material culture of that time. The literati ideal was not 
always a principle without any problem, but was often challenged by the social and 
cultural needs of the people. To the literati, their ideal was vulnerable in a garden, 
51 See Clunas, Craig, "Ideal and Reality in the Ming Garden". In The Authentic Garden, 
edited by Leslie Tjon Sie Fat and Erik de Jong, pp. 197-205. 
52 Clunas, Craig, Fruitful Sites, p. 175. 
53 Ji Cheng, The Craft ofGarden,p. 43. 
54 Hardie, Alison, "Ji Cheng's Yuan Ye in its Social Setting," p. 211. 
55 Ji Cheng, The Craft ofGarden, p. 39. 
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and required a defense in most cases. And thus a scholar garden was not simply an 
expression of literati ideal, but an attitude and a continuous effort to uphold these 
ideal. This rendered impossible any reading of scholar garden being a site of single 
meaning (microcosm or idealized landscape), but one that was opened to contested 
meanings. I agree with Craig Clunas the way he reads a garden: 
I have tried to see 'a garden’ in terms of the Ming textual record as something 
which is over determined, in the sense that it cannot be reduced to one single 'real' 
thing (property, the cosmos, the retreat) that it mimetically represents. This is the 
same as taking the garden for a discursive object, a site able to generate a 
multitude of readings. All the same, this multitude is not an infinity, but is rather 
bound by specific historical and geographical circumstances. These meanings have 
shifted over time, and remained contested, never at rest.56 
In Qing Yangzhou, as we shall see in the following chapters, meanings of gardens 
have shifted again, and the ideals of literati and the material culture remained 
contested in a garden like Ge Yuan or Jixiao Shanzhuang. 
56 Clunas, Craig, Fruitful Sites, p. 207. 
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3.0 Yangzhou in the Qing dynasty: Social and Intellectual Climate 
3.1 A City of Fame and Prosperity 
Thanks to Li Dou's Yangzhou Huafanglu published in 1795, the eighteenth-century 
Yangzhou is now famous as 'a city of merchants and gardens'一 a beautiful, 
prosperous, and commercially vital city. In terms of its location, Yangzhou is within 
a rich region of east China, and near the cities of Nanjing, Shanghai and Suzhou, a 
region commonly known as 'Jiangnan' [South of the Yangzi]. However, Yangzhou 
belonged not to Jiangnan, in its literal sense, but to Jiangbei, that part of Jiangsu 
province lying 'north of the Yangzi' (Figure 3.1). Benefits from its proximity to the 
Grand Canal which connects the city with the northern capital, Yangzhou has 
enjoyed prosperity since the Tang dynasty (618-907). Its location was also favored 
because of its proximity to the coastal salt area known as the Lianghuai Salt Fields. 
But in terms of its climate and land formation, Yangzhou had more in common with 
Jiangnan than with Jiangbei. Antonia Finnane has summarized the unique character 
of the city: 
In recent years, Yangzhou's long-neglected gardens have been restored and local 
authorities have begun to publish tourist handbooks and popular histories, 
featuring tales of the eighteenth-century salt merchants. These developments will 
help fix the image of Qing Yangzhou as a city of merchants and gardens, an image 
which differentiates it from other cities in the wealthy Lower Yangzi area. And 
merchants and gardens are, of course, precisely what make Yangzhou an 
interesting place: they provide the characters and the setting for a colorful 
eighteenth-century drama..... 
But Yangzhou society could not have been duplicated elsewhere in the Lower 
Yangzi region. Strategically positioned as it was between North and South China, 
Yangzhou lay in the overlapping margins of two worlds and it bore the marks of 
both. South of the Yangzi lay not only its markets but also the sources of its 
entrepreneurial talent and much of its cultural inspiration. These are the things of 
which the strongest traces remain, both in written records of the times and in the 
restored remnants of Yangzhou's eighteenth century gardens. From the north, 
however, came a different order of things: salt from the coast, fish from the lakes, 
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and a steady stream of people seeking a share in the city's prosperity. From this 
perspective, a history of eighteenth-century Yangzhou as a city of salt merchants 
and gardens seems incomplete.^ 
The image of Yangzhou as a city of merchants and gardens should not be allowed to 
dominate the understanding of its social and cultural climate. As Finnane has 
highlighted, the uniqueness of the city was based on the fact that it was at the 
crossroads of different thinking: a range of people such as merchants, officials, 
scholars including painters and poets were attracted to Yangzhou because of the 
city's wealth. Yangzhou's population in 1843 is estimated to be around 175,000, 
ranking it twentieth in size among cities of China.^ In the eighteenth century, when 
Yangzhou was in its full swing, its population could be proportionally greater. 
According to the historian Ho Ping-ti 何炳棣，most of the salt merchants came from 
Huizhou prefecture in Anhui and the province of S h a n x i . 3 For those famous 
Yangzhou scholars and artists, they came from the nearby cities. Perhaps, the 
origins of the famous Yangzhou baguai 揚州7\个圣 [ T h e Eight Eccentrics of 
Yangzhou] can give an idea about the profile of the literati: among these artists, only 
Gao Xiang 高翔 ( 1 6 8 8 - 1752) and Luo Ping 羅聘 ( 1 7 3 3 - 1799) were Yangzhou 
natives, the rest of them had come to the city to seek a livelihood. Li Shan 李 
(1686- 1760?) and Zheng Xie 奠！^燮（1693- 1765) were born in nearby Xinghua; Jin 
Nong 金農 ( 1 6 8 7 - 1763) was from Hangzhou; Wang Shishen 汪士1真 ( 1 6 8 6 - 1759) 
came from Anhui; Huang Shen 黃个真(1687- 1773) came from Fujian; and Li 
Fangying 李方膺 ( 1 6 9 5 - 1755) was from Nantong. 
Yangzhou's prosperity is also reflected by its flourishing of gardens and 
entertaining business— markets, teahouses, restaurants, boosted by the influx of 
1 Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire," pp. 146-147. 
2 Skinner, G. William, "Regional Urbanization in Nineteenth Century China," in The City in 
Late Imperial China, edited by Linda Cooke Johnson, pp. 211-249. 
3 Ho Ping-ti, "The Salt Merchants of Yang-chou: A Study of Commercial Capitalism in 
Eighteenth-century China," in Harvard Journal ofAsiatic Studies, vol. 17,1954, pp. 130- 168. 
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tourists. Qu Fu's description conveys a sense of the change that occurred near the 
area of Pingshantang 平 山 堂 on Shugang 蜀岡： 
Fifty years ago I climbed up to Pingshantang. The gardens north of the city were 
like a tapestry. Only beyond the Guanzhuangmu Shrine was there a stretch of 
wilderness..... Last year in spring I went there again to find that what had been 
neglected was now beautiful, what had been in pieces was prospering, what had 
been undulating landscape was now high in layers, and sight-seers were 
everywhere.^ 
By the time of the Qianlong emperor, this area has turned into a famous tourist spot. 
There were thirteen important festivals in Yangzhou each year and on these 
occasions people from nearby cities, towns, and rural areas flocked into the city to 
see the sights. Canals surrounding the city provided picturesque views of 
waterways and bridges which continued past a succession of luxurious gardens, 
pavilions, villas sprawling northwest of the Old City towards the outer reaches of 
Pingshantang. Finnane has noted the contrast between the Qing and Southern Song 
cities in respect of their space formation: during the Southern Song, the extension of 
the city space beyond the limits of the city wall was entirely for the purposes of 
defense, but a similar extension during the Qing was entirely for the purposes of 
leisure and display.^ 
3.2 The Culture of Salt Merchants 
Merchants as a class in Chinese society was considered to be socially inferior in the 
tradition and were listed last in the ideal Confucian social hierarchy, which put the 
literati at the top, then farmers, artisans and merchants. The newly rich Yangzhou 
4 Qu Fu, "Yangzhou Dongyuan ji," in Zhao Zhibi, Pingshantang tiizhi [Illustrated Gazetteer 
of Pingshantang]. First published in 1765,1843 edition, 9: 21b- 22a. Translation quoted in 
Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire," p. 135. Minor 
alterations. 
5 Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire," p. 135. 
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merchants remained an underclass, and were commonly referred to by the 
contemporaries as the 'salt fools'.^ The Hongqiao Xiuxi 虫工橋修模，a literary 
gathering at the Rainbow Bridge in 1758, still forbade anyone connected with the 
salt trade to participate. But as Ho Ping-ti has observed, the great wealth of the salt 
merchant helped to break down the old social barriers. The Qing government 
granted monopoly to the Yangzhou salt merchants which enabled these merchants 
to amass enormous wealth and became the richest social group in the empire at that 
time.7 The transformation of Yangzhou society under the influence of the salt 
merchants is described by Richard Strassberg: 
The effect which the rise of the merchants had on Yangchow society was less of a 
nouveau riche achieving dominance over former elites than a blending of the 
traditional stratification. Aristocrats, officials, gentry, scholars, soldiers, 
merchants, artisans, and performers crossed economic, political, philosophical, 
and class lines to a greater extent than ever before... The old elite, anxious to 
preserve its privileges, entered into symbiotic relationships with those who had 
come to the forefront under the new dynasty. It was no longer unusual for officials 
families to develop ancillary commercial operations, nor was it outlandish for 
merchants to adopt literati tastes and purchase degrees. The process of expansion 
and overlapping of legitimate social roles was more pronounced in Yangchow 
than anywhere else.8 
This picture of a 'symbiotic relationship' between the old elites and the nouveau riche 
is challenged by Finnane, who argues that the social profile of the eighteenth-
century city rather resembles that of a colonial city, in which power is principally in 
the hands of a non-indigenous minority.^ Social and economic power in Yangzhou 
rested largely in the hands of the salt merchants, who controlled the major trading 
resource, while natives of the locality either occupied a subordinate position in the 
urban social structure or maintained a certain distance from the city. In fact, the 
6 Wu Jingzu, Rulin Waishi [An Unofficial History of the Literati]. Shanghai: Yandong shuju, 
1931, chapter 28. 
7 Ho Ping-ti, "The Salt Merchants of Yang-chou," p. 130. 
8 Strassberg, Richard E., The World ofKiing Shang-jen: A Man ofLetter in Early Ching China. 
New York: Columbia University Press, 1983, p. 127. 
9 Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire," p. 145. 
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apparent blending of the two classes was contradicted by the physical structure of 
the city: 
The salt merchant's influence on the city was limited by the strength of the 
preexisting order. The basic spatial organization of the city had been set by a 
precedent which it served Qing diplomacy to observe and by a tradition which 
supported the social distinctiveness of the gentry-official stratum. This allowed the 
Old City, with its yamens and schools, to remain rather aloof. It has its share of 
restaurants and teahouses but these were located on its fringes..... 10 
Qing Yangzhou was a binuclear city: the jiucheng [Old City] lying to the west was a 
site of officialdom, and the larger xincheng [New City] to the east was a byproduct of 
the wealth of the salt merchants, where commercial and trading activities clustered 
around the north and in the southwestern corner, taking advantage of the Grand 
Canal (Figure 3.2).n The rise of the New City as a living quarter of the salt 
merchants also means that many gardens were created in the northern and southern 
portions of the New City. 
3.2.1 Extravagance 
Stemming from a complex of the nouveau riche, the salt merchants found their 
expression in extravagance. Yangzhou merchants were known to have 'three new 
favors' in the time of Qianlong— cookery, theaters and antiquities.^^ They had 
lavish lifestyles, competing with one another in conspicuous spending, collecting art 
and antiquities, holding banquets and theatrical performances, and building 
elaborate gardens. As told by Li Dou: 
Formerly, the salt merchants of Yangzhou vied with one another in extravagance. 
Each wedding or funeral, with all its expenses for food, clothing and carriage, cost 
several hundred thousand taels. There was one who insisted on having more than 
10 Jbid., pp.135-136. 
n A brief introduction to the historical development of the binuclear character can be 
found in Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire；' pp. 130-133. 
12 Wang Zhenzhong, Ming Qing hiiishang yu huaiyang shehiii hiaqian [Ming and Qing Hui 
merchant and social transformation of Huai Yang]. Beijing: Salian shudian, 1996, p.30. 
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ten meticulously prepared dishes every meal. At dinner time he and his wife were 
waited upon by a host of servants who served everything from tea and noodles to 
vegetable and meat plates. They only needed to shake their heads to have the 
undesired dishes removed and appetizing ones brought in.l3 
In this sense, gardens were a kind of commodity not unlike the other conspicuous 
consumption, and reflected the economic wealth and surplus in Qing society and 
part of the new attitudes towards luxury, extravagance, private comfort, and 
enjoyment that resulted from the economic growth. But their interest were not 
simply based on conspicuous spending or display, the 'three favors' were also 
effective investments in achieving social mobility. In order to please the Emperors 
during their Southern Tours, the merchants' 'three new favors' were employed as 
entertainment and contributions. The motivations to sponsor theater groups and 
build more gardens were further encouraged when Kangxi and Qianlong were both 
known to be fond of the theater and gardens. Kangxi was recorded to be entertained 
by theater performances in gardens. Their collection of antiquities became gifts to 
the emperors. 14 
3.2.2 Gardens Mania 
Gardens flourished because they were the ideal settings for the merchants' new 
interests—the main halls for holding banquets and watching theaters, and the study 
halls and galleries for collecting antiquities. And beautiful gardens functioned as 
effective attractions to Qianlong. The salt merchants were anxious to welcome the 
emperor during each of his six southern tours, and to be honored by his visits to 
their gardens. A garden as a means to gain favor from the emperor was illustrated 
by a story about the famous white stupa. When the emperor was visiting 
Dahongyiian [Great Rainbow Garden], he was struck by its similarity to a garden 
13 Li Dou, Yangzhou huafanglu. Translation is quoted in Ho Ping-ti, "The Salt Merchants of 
Yang-chou," p. 155. 
14 For Yangzhou merchants in connection to Kangxi Southern Tour, see Wang Zhenzhong, 
Ming Qing huishang yii huaiyang shehiii biaqian, pp. 18-32. 
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islet in Beijing, the site of a Lamaist stupa, and expressed his regret that there was 
no stupa to complete the picture. According to Xu Ke's 徐 河 rendering of the story: 
Jiang (Jiang Chun) heard this and hastily bribed some attendants to draw him the 
shape of the stupa. Having obtained the drawing, he assembled workmen and 
prepared materials and in one night the stupa was completed. The following day. 
Emperor Gaozong visited the garden again, saw the stupa in its majesty and 
marveled at it. Thinking it false, he went up to it, but it was composed of brick and 
stone. He inquired of its origin and sighed, saying: T h e wealth of the salt 
merchants is extraordinary!^^ 
3.2.3 Patronage to Artists and Scholars 
Yangzhou's social climate was further complicated by the social distinctions 
_ developed among the nouveau riche. Yangzhou Huafanglu describes some merchants 
as competing in spending great sums of money on their hobbies, such as banquets, 
pets, flowers, and toys: there were the group of vulgar and untutored merchants, 
who indulged in conspicuous consumption, and another group of the cultured and 
refined merchants, who were patrons of artists and scholars. In the Qing the identity 
and self-identification of this group of great merchants became ambiguous. On the 
one hand, they were subjected to constant demands to submit their wealth to the 
rulers, inducing a sense of insecurity to the specific positions they were holding. On 
the other hand, Qing policy to contain the merchants was to 'gentrify' them by 
inducing them to adopt scholar-official values and i d e a l s . l 6 These combined to 
encourage the salt merchant to work their way up to the ranks of the official class. 
And thus many salt merchants served as patrons to eminent scholars, initiated and 
financed Yangzhou's prestigious educational institutions, founded welfare centers, 
and built roads and bridges. Another way of achieving such an ambition was to 
15 Xu Ke, Qingbai leichao. Taipei: Shangwuyin shuguan, 1966, 7:14-15. Translation quoted 
from Finnane, Antonia, "Yangzhou: A Central Place in the Qing Empire," p. 137. Jiang Chun 
was one of the most influential merchants in Yangzhou. He owned several gardens 
including the famous Kangshan Caotang. 
16 Mote, Frederick, "The L^tellectual Climate in Eighteenth century China," in Chinese 
Painting Under the Qianlong Emperor, edited by Ju-hsi Chou and Claudia Brown, vol. 1, p. 36. 
34 
adopt the life style of the elite group. This included the creation of a garden, which 
in many aspects was the ideal vehicle through which to express a taste for the art of 
painting, poetry and calligraphy. In this aspect, the eagerness of merchants to have 
their own gardens could be viewed as a mean to enlarge their social influence. 
Long-term patron-artist relationship was welcomed by both merchants and literati 
because, in the words of Ho Ping-ti, "this kind of association was to their mutual 
advantage, for if the scholars received no mean material aid from the merchants, the 
merchants in turn derived enhanced social prestige from their intimate relationship 
with the scholars. By sponsoring various cultural activities, members of the salt 
merchant families, notwithstanding their social origin, were admitted into the true 
elite."17 On the one hand, the scholars and artists needed the patronage from the 
merchants in order to survive in the increasingly materialistic society, and on the 
other hand, the merchants were eager to patronize the cultural activities of the 
gentry class in order to gain respect and recognition in the society. 
The influence of the merchants' patronage on the local art scene has aroused the 
interest of some modern scholars.l8 Firstly, the merchants, as relatively newcomers 
to the field of the pictorial art, may have favored the themes of flowers and bamboo 
simply as motifs more easily recognizable than the sophisticated combination of 
hills and rivers in the landscape paintings. This explains why the subjects of 
paintings by the Yangzhou Eccentrics are mostly flowers, animals, genre scenes, 
portraits and scene of daily life, rather than landscape. On the one hand, they 
adopted the values of the literati into their own context, on the other hand, with 
fewer preconceived ideas, they seemed to have been more open in accepting or 
17 Ho Ping-ti, "The Salt Merchants of Yang-chou；' p. 158. 
18 See Hsu, Ginger Cheng-chi, "Merchant Patronage of Eighteen Century Yangzhou 
Painting," in Artist and Patrons, Some Social and Economic Aspects of Chinese Painting, edited by 
Chu-tsing Li. Kansas City: University of Kansas, 1989, pp. 215- 221, and Chen Chuanxi, "Lun 
Yangzhou yanshang wo Yangzhou huapai jiqita," in Jiuzhoii xuakan, vol. 5, 9/1987, pp.33-58. 
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discovering new modes of paintings. They looked for new visual stimulation, 
seeking for eye-catching qualities and unconventional techniques o f p a i n t i n g s . l 9 
Secondly, the merchants, on the one hand felt some sense of inferiority, on the other 
were positive about their own lifestyles and tastes, and demanded social 
recognition in their own ways. This dual identification as merchant and as literati is 
reflected in the ways they 'bought' literati culture. They accepted painting itself as a 
symbol of literati pursuits, in particular the classic literati themes such as the "four 
gentlemen' were demanded as a subject matter. At the same time, the symbolic 
meaning of these subjects could become lost or distorted.20 
The beautiful garden setting provided by the merchants at Shou Xihu not only 
attracted the Qianlong emperor, but also elite members of the society to visit them. 
Li Dou's in his Yangzhou Huafanglu, after introducing the scenery of each salt 
merchant's garden, added lists of names of people who at some time lived in or 
visited that household— scholars, retired officials, poets, calligraphers, and 
painters. This reflected to a certain extent the intimate association between 
merchants and literati which was established by the time of Qianlong reign, an 
association that was rather social, other than personal, in character. Li Dou narrated 
a poetry gathering of the merchant and literati in a garden: 
At every meeting is provided exquisite food and wine. After the poems are 
finished, music performance follows. The participants are invited to an old hall 
with green crystal windows. Four aged musicians in their eighties or nineties 
appear and each plays a piece of music then withdraws. All of a sudden, the doors 
and screens are ordered to be removed. A multi-storied building behind the doors 
decorated with thousands of lanterns comes into view, from which music played 
by groups of young lads and maidens fills the space.2l 
19 Hsu, Ginger Cheng-chi, "Merchant Patronage of Eighteen Century Yangzhou Painting," 
p. 219. 
20 Jbid, p. 218. 
21 Li Dou, Aitang Qiilu in Xinchu yuan, 26. Translation quoted from Cheng-chi Hsu, 
Patronage and the Economic Life oftheArtist in Eighteenth Century Yangzhou Painting. Ph.D. 
thesis. University of California, Berkeley, 1987, p. 38. 
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As told by Li Dou, a sophisticated cultural activity such as poetry gathering in a 
garden was usually followed by lavish entertainment. In this perspective, a garden 
also functioned as a socializing space. This combination of high-minded cultural 
activity and lavish entertainment in the setting of gardens marked the orientation of 
the wealthy merchants.22 
3.3 The Response of the Literati 
The literati's response to the social climate in the time of Qianlong was reflected in 
the art of the Yangzhou Eccentrics. In fact, if the rich diversity of the art of the 
Yangzhou Eccentrics is compared with those of the much acclaimed artists Zhu Da 
朱耷 ( 1 6 2 4 - 1 7 0 5 ) and Shitao 石濤 ( 1 6 4 2 - 1 7 0 7 ) in early Qing, we can see a big 
difference between the intellectual climate of Kangxi and Qianlong eras.23 In the 
time of Kangxi, the individual's subjectiveness responded not only to the alien 
conquest, but also to the fractured conditions of the late-Ming institution and 
culture. The inwardness of a Zhu Da and Shitao was thus a defense of one's 
personal integrity and values.24 In this way, they were still in tune with the two 
aspects of the scholar's ideal of eremitism— escape and solitude. By contrast the 
alienation of Zheng Xie— the leading artist of the Yangzhou Eccentrics, during 
Qianlong's time was directed outward in a protest against the world, yet for all their 
anger and suffering, the works of the Yangzhou Eccentrics are stylish rather than 
lonely and fateful. Wen Fong describes their art as "unhappiness without terror, 
H Cheng-chi Hsu, Patronage and the Economic Life of the Artist in Eighteenth Century Yangzhou 
Painting, p. 38. 
23 Zhu Da and Shitao were two famous monk painters in the time of early Qing. Both of 
them were known to be descendents of the Ming emperors. For studies of the two artists, see 
Vito Giacalone, "Chu Ta (1626-c. 1705): Towards an Understanding of His Art；' in Oriental 
Art, XXI no.2,1975, pp.136-152, and Richard Vinograd, "Reminiscences of Ch'inhusi: Tao-chi 
and the Nanking School," in Archives ofAsian Art XXXI, 1977-1978, pp.6-13. 
24 See Fong Wen, "The Time of Qianlong, 1736-1795," in Chinese Painting under the Qianlong 
Emperor, edited by Ju-hsi Chou and Claudia Brown, vol. 1, p.l5. 
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freedom without constraint and conflict without resolution. Rich, diverse, 
dazzlingly easy, and viscerally to the point, it was above all a consumer's art, and a 
very successful one,25 it seems that the Eccentrics were not bounded by any ideal 
of eremitism. While their art express solitude, as they might be, there was certainly 
no intention to retreat or escape from the flourishing city. 
While the Yangzhou Eccentrics have chosen popular subjects with mythical 
significance, political implications, and historical associations in order to bring 
painting into a sphere in which high culture and popular cultures could meet on a 
middle ground, the conflict between high and popular cultures was also reflected 
by these artists in an indirect w a y — through the re-invention of the meaning of ya 
and su, or elegance and vulgarity. 
3.3.1 Elegance and Vulgarity 
Traditionally, catering to patrons was considered vulgar and diverted an artist from 
the quest for the true spirit of expression. But in Qing Yangzhou many amateur 
painters eventually had to become professional artists in order to survive. Even 
famous painters like Zheng Xie and Jin Nong were well known to rely on their art 
for living expenses. Zheng went to the extent of making a price list for his paintings 
according to size and subject m a t t e r . 2 6 Zheng wrote in a letter, "Calligraphy and 
painting are considered fine arts, but are also vulgar occupations. Is it not a vulgar 
thing for a man who cannot do some service to the country and improve the lives of 
the people to occupy himself with pen and ink for the amusement of other 
25 rbid. 
26 Zheng Xie's price list was written in 1759, it is likely that Zheng was ironic in making the 
list. Its implication is studied in Ginger Cheng-chi Hsu, "Zheng Xie's Price List; Painting as a 
Source of Income in Yangzhou," in Chinese Painting Under the Qianloi^g Emperor, edited by Ju-
hsi Chou and Claudia Brown, vol. 2,1991, pp.261-271. 
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people?"27 And Li Dou records that artists chose to study bird-and-flower paintings 
i n order t o sell b e t t e r . 2 8 
While the paintings of Yangzhou Eccentrics acquired a new quality of visual appeal 
which broke away from the literati landscape painting tradition, their unique style 
earned these painters the reputation of guai 个圣.The word guai is usually translated 
as 'eccentric’，but it can have numerous meanings and connotations: strange, rude, 
outrageous, unrestrained, extraordinary and uncanny. In fact, the term 'eccentric' 
during their time was derogatory and referred to a deviant mode of expression. 
And so on a social level, the encounter of the merchants and literati culture can be 
understood as a struggle for higher social status: on the one hand, the merchants 
conformed to the scholar's taste to climb up the social ladder, and on the other hand, 
the confrontation of scholar's ideal and the increasing needs for pleasure forced the 
literati to redefine ya 雅 and su 俗 in order to maintain control over the 
interpretation of taste in the high culture. 
With this sketch of Yangzhou social and cultural background in the Qing dynasty, it 
is now possible to appreciate more fully the circumstances surrounding the creation 
of gardens, which enables a further reading into those Yangzhou garden in the next 
chapter. 
27 Zhmg Banqiao ji. Shanghai: Shanghai guji chubanshe, 1979, p.23. Translation from Ginger 
Cheng-chi Hsu, "Zheng Xie's Price List," p.265. 
28 Hsu, Ginger Cheng-chi, "Merchant Patronage of Eighteen Century Yangzhou Painting," 
p.220. 
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4.0 Yangzhou Gardens in the Time of Kangxi (1662-1722) 
and Qianlong (1736-1795) 
4.1 Famous Yangzhou Gardens 
According to Li Dou, there were eight famous gardens in the early Qing, the Kangxi 
bajia huayuan 康熙/\家花園.They were Wang Xima Yuan 王洗||園[Garden of 
Wang Xima]; Bian Y u a n ^ 0 [Garden of Bian's Family]; Yuan Yuan 買園 [ G a r d e n 
of Yuan's Family]; He Yuan 賀園 [Garden of He's Family], also known as Dong 
Yuan 東園 [ E a s t e r n Garden]; Yechun Yuan 冶春園 [ W i l d Spring Garden]; Nan 
Yuan 南園 [Southern Garden], also known as Jiufeng Yuan 九峰園 [ G a r d e n of 
Nine Peaks]; Zheng Yushi Yuan 奠卿史園 [ G a r d e n of Zheng Yushi], also known as 
Ying Yuan 影園 [ G a r d e n of Shade]; and Xiao Yuan 擦園 [Bamboo Garden].l While 
some other gardens were well known as literati gathering places for composing 
poetry and painting. For example, Hongqiao 虫工橋[Rainbow Bridge Garden] of salt 
merchant Hong's family was known to be a gathering place of many distinguished 
people at that time: Mei Wending 梅文鼎 (1633-1721) , astronomer and 
mathematician; Zheng Xie 奠|^燮(1693-1765), poet and calligrapher; Hui Dong 
惠棟（1 6 9 7 - 1 7 5扮 and Dai Zhen 戴震（ 1 7 2 4 - ! 7 7 7 ) , philosophers; Yuan Mei 袁 枚 
(1716-1798), poet; Qian Daxin 錢大昕（1728-18(M) and Wang Mingsheng 王 鳴 盛 
(1722-1798), historians.^ And from the second quarter of the eighteenth century on, 
Yangzhou's most lavish poetry gatherings were organized in Xiaolinglong 
Shanguan / >玲瓏山館 [ L i t t l e Translucent Mountain Cottage] of the Ma's family, 
Xiao Yuan of the Cheng's family, and Xiu Yuan 休園 [ G a r d e n of Repose] of the 
Zheng's family (Figure 4.3).3 They ranked among the empire's foremost literary 
salons, where periodic poetry contests were held with lavish entertainment and rich 
1 Li Dou, Yangzhou huafanglu, pp. 22- 23. My translation. 
2 Ibid., pp. 217- 250. 
3 Ibid., p. 180. 
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monetary rewards. Many famous gardens in the early Qing were owned by 
merchants, and functioned as important cultural places in the city. To give a few 
examples, these merchant's gardens include Xingan 行 庵 of the Ma's Brothers, 
Kangshan Caotang ^ U j：^：^ owned by Jiang Chun t C # and Jiufeng Yuan 
owned by Wang Yushu 汪玉極.G a r d e n s allowed illusions of escape from city, and 
attracted numerous visitors with picturesque views of waterways, bridges and 
luxurious pavilions and villas. Poetry gathering combined with the social function 
of lavish banquet and entertainment in a garden gave variety to the city life. 
In this chapter, I will focus on a number of famous gardens in the time of Kangxi 
and Qianlong in order to reveal the garden culture prior to the creation of Ge Yuan 
and Jixiao Shanzhuang. 
4.1.1 Gardens of the Zheng's Brothers: Ying Yuan and Xiu Yuan 
Zheng Yuanxun 奠^元動(1604-1645) who wrote the preface of Yuan Ye. was the 
owner of Ying Yuan [Garden of Shade]. Zheng was originally from Anhui, and was 
himself a poet, painter and graduated as a jinshi in 1643. His garden, designed by Ji 
Cheng, was built around the year 1634, just before the publishing of Yuan Ye. Thus it 
is tempting to read the garden as a manifestation of Ji Cheng's advises in his 
treatise. Although the garden turned into a ruin after Zheng Yuanxun died in 1645, 
it was still admired and praised by people in the Qing dynasty. 
The garden was located at the southern part of the city on a long island within a 
lake (Figure 4.1).4 jt is a location preferred by Ji Cheng, as he advised in Yuan Ye 
that, 'In the construction of gardens, whether in the countryside or on the outskirts 
of a city, a secluded location is the best.'5 The garden was named by the renowned 
4 Jbid., p.l75. 
5 Ji Cheng, The Craft of Garden, p. 43. 
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mipainter Dong Qichang 董 其 昌 as 'The Garden of Shade’，as Zheng described in 
Yingyuan ziji 影園自言已[Self Record of Ying Yuan]: 
"Looking out from a high position, the Milou ( ^ ^ ) a n d the Pingshan (平山）are 
just nearby, and the beautiful mountains of Jiangnan can also be viewed. The 
garden is amongst the shadows of willows, and those of water and mountains. 
There is no other advantage and yet the site is considered a good choice within 
our county." Dong says, "This is already a good place for your enjoyment" And 
then Dong inscribes 'The Garden of Shade’ as the name of the g a r d e n > 
Zheng then based on Dong's naming, which is basically a poetic response to the 
surrounding landscape, to express his aspiration about the creation of Ying Yuan, as 
he continues: 
And Dong Qichang named the garden as 'shadows', who knows whether or not he 
was telling me about an illusion. Maybe what I am seeking is just a previous 
dream of others. People in this world only chase after the real and leave the 
illusion aside. Now if a garden is compared to a field or house, a garden is only an 
illusion; if the cultivation of garden is compared to the establishment of fame, the 
cultivation of garden is only an illusion. And even though one will like to build a 
garden, he will own first his property and fame. No one will begin to build a 
garden without having his field enlarged, his house decorated, and his fame 
created beforehand. If one is doing so, he is ignoring his body and looking for an 
ideal.7 
Here Zheng plays with the word ying, which connotes 'shadow’ as well as 'illusion': 
While the shadows of willows, mountains and water provide shelter, they offer an 
imagination to the owner as well. And thus according to Zheng's own thought in 
the yuan ji, his garden was both a property of the mundane world and a dream of 
the transcendent world. Based on the yuan ji, Wu Zhaozhao reconstructed the 
garden in words and image (Figure 4.2): 
Ying Yuan was composed of many scenic areas but their division were based on 
trees, small mountains, water, river banks, and islands. Thus there was a natural 
6 Zheng Yuanxun, "Yingyuan ziji," in Chen Zhi and Zhang Gongshi eds. Zhongguo lidai 
mingyuanji xuan zhu, p. 221. My translation. 
7 Jbid., p. 224. 
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transition between the scenic areas to achieve a wholeness in planning. Without 
crowding the garden by corridors, walls, terraces and lounges, it commanded a 
beauty of simplicity and openness. To create the illusion of largeness in a small 
area depends on limiting the amount of artifacts. Because the garden was located 
on an island, boundary wall was not necessary and thus increased its 
spaciousness. Also buildings and touring paths were arranged on the periphery to 
allow a large pond in the middle to emphasize the concept of 'shade'. And then 
there were the possibility of interpenetration and combination of these small space 
cells on the periphery to the large space cell on the center.^ 
Wu praised the ingenuity of the garden in its use of a central and periphery layout. 
The advantage of a central and periphery planning is apparent in Yingyuan zi]v. 
Turning into a narrow path, branches of plum come out through a wall but one 
can never know its origin. Across the embankment of willows are lines of tree and 
old cypress climb up and drip down. At the end of it, one can walk across a stone 
bridge laid with pebble stones. Turning around one can go inside a cottage Yugou 
caotang (玉勾草堂 )n a m e d by Zai Yuanyue (宰元岳).T here was once a Yugou 
dongtian (玉勾洞天)in this county and this could be it. The cottage is entered at 
one side and is surrounded by a lake with lotus. It is spacious with views of 
distant greenery. And the doors and windows are different from normal 
construction. Behind it is a lake, then a willow embankment and outside is a long 
river. At the opposite shore of the river are also willows, and the gardens owned 
by the Yan (閻),Feng (瑪)and Yuan (員）families can be v i e w e d . 9 
The inside scenery combined with the outside views to create an illusion of the 
garden merging with the context. Spatial complexity among a limited area is 
achieved by arranging the garden as individual spaces interconnected by trees, river 
shore, water and bridges around the lake with a painterly atmosphere. The central 
lake visually joined with the river outside it to produce a rich experience as one 
walked along the perimeter. Adorned by nearby scenery of the lotus lake and 
distant views of lake, greenery, willow embankment and adjacent gardens, the 
cottage Yugou Caotang was described as 'dongtian', the cave-heaven. This shuttling 
8 Wu Zhaozhao, Duo tiangong, p. 56. 
9 Zheng Yuanxun, "Yingyuan ziji," in Chen Zhi and Zhang Gongshi eds. Zhongguo Mai 
mingyiianji xiian zhii, p. 222. 
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between dream and reality through the use of 'shade' in Ying Yuan fascinated 
Zheng and his contemporaries. In Ying Yuan ji 影園言己[Record of Ying Yuan] Mao 
Yuanyi 茅 兀 儀 described the charm of the garden, 'Within a small place there are 
varieties and one cannot be certain about its layout. The garden is suspicious {yigui 
yishen 疑鬼疑神）and illusionary (ruhuan rushen 女口幻如蜃).’10 In the preface of 
yuan Ye, Zheng complimented }i Cheng about the creation of Ying Yuan: 
When I was building a mansion to the south of the city wall of Jiangdu, among 
reedy marshes and banks of willows, the site was only a few yards wide in each 
direction, but Wupi (Ji Cheng) had only to make some simple arrangements, and it 
became a magical secluded r e t r e a t . n 
This 'simple arrangement' to create a magical place was the borrowing of 'shade'. To 
Zheng, the shade that was borrowed was not just the shadows of the outside 
landscape, but a kind of illusion and dream. However, what seems to be highly 
spiritual here should not forbid a reading of this garden as an effective socializing 
space. The fact is that Ying Yuan was a favorite visiting place for the literati at that 
time. In Chongqi Xiiiyuanji 重暮休園言己,it records a poetry gathering to celebrate 
blooming of a yellow tree peonies. Famous scholars of nearby cities were gathered 
in the garden, composing poems and having banquets. The winning poet was 
awarded two cups made of gold and inscribed huangmiidan zhuangyiian 
黃牡丹狀元.12 
4.2 The Grand Project: Shou Xihu Gardens 
As the city became more and more crowded, some gardens began to shift from the 
city and build along the shores of Shou Xihu 痩西湖 ( F i g u r e 4.4 to 4.6). Shou Xihu, 
literally means the 'slender West Lake’，was originally called Baozhang River 
10 Mao Yuanyi, Yingyiian ji. Quoted in Wu Zhaozhao, Duo tiangong, p. 47. 
11 Ji Cheng, The Craft ofGarden, p. 31. 
12 Fang Xiangying, "Zhongqi Xiuyuanji," in Chen Zhi and Zhang Gongshi eds. Zhongguo 
lidai mingyiLanji xuan zhu, p. 315. 
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‘呆障河.It is actually a part of the narrow, winding waterway connecting the 
northwest corner of the city to the famous Pingshantang 平 山 堂 to the northwest 
of the city. Together these gardens created an impressive scene, and were 
particularly noted by their magnificent buildings and rockery (Figure 4.7 to 4.8). The 
Qing poet Wang Yuan 汪 沅 once praised the area: "The dripping willows are never 
ending to join an old lawn, and the Rainbow Bridge is beautiful as a painting, this is 
also a place to waste money on luxury, thus the lake should be called the Slender 
West Lake."13 When Shen Fu 沈 復 visited Yangzhou in 1763, he was attracted by 
the beauty of Shou Xihu and remarked, "Though everything is artificial along the 
Slender West Lake, the landscape is built with rich imagination and originality, and 
is successful in beautifying nature. I think even immortal land could not surpass it. 
Its exquisiteness is that over ten gardens are combined to be one. They joined one 
another till they reached the mountain with a persistent grandeur."14 
4.2.1 Qianlong's Southern Tour 
Shou Xihu gardens were not spontaneous creations, but the whole area was 
carefully planned and built according to imperial taste in order to entertain 
Qianlong emperor during his Southern Tours to the city. Two of the landmarks of 
Shou Xihu— the Lotus Bridge and the stupa— were built to greet and impress the 
emperor (Figure 4.9 & 4.10). And many more gardens owned by merchants had 
been visited by Qianlong. I have explained in section 3.22 that these gardens 
functioned as effective attractions to the emperor. However, Jiangnan gardens were 
favored by Qianlong not only because of his curiosity of the fabled beauty of the 
South, but these grandiose gardens meant more than beautiful architecture to the 
emperor, and suggested certain symbolic values. 
13 Quoted in Zhou Weiquan, Zhongguo gudian yuanlin shi [A History of Chinese Classical 
Garden]. Taipei: Mingwen shuju, 1991, p. 337. 
14 Shen Fu, Six Records ofa Floating Life. Translation quoted in Wu Zhaozhao, Duo tiangong, 
p. 192. ‘ 
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Qianlong's Southern Tours to Jiangnan were depicted in Nanxuntu 南 巡 圖 with a 
hidden agenda: a symbolic implication of prosperity of the country under his 
reign.l5 While the tours were designed to impose the majesty of the imperial 
presence on the consciousness of southern Chinese people, in the painting, the 
architectural depiction and the scenes along the route of the tour were more than 
realistic setting for the events but to document the magnificent achievements of 
Qianlong's rule (Figure 4.11 & 4.12). Similarly, the lavish construction of Yangzhou 
gardens could be seen as an architectural means to celebrate the peace and 
prosperity of the Jiangnan region, at least in the eyes of the emperor (Figure 4.13 & 
4.14). While Qianlong's six visits to Jiangnan cost the merchant a great amount of 
money, a feeling of uneasiness began to build up among some of the merchants, and 
shifted the meaning of their gardens as well. Two of these gardens, as we shall see 
in section 9.2, are Xingan and Xiaolinglong Shanguan. 
4.2.2 Shou Xihu Gardens in Yangzhou Huafanglu 
Yangzhou gardens became the hallmark of the city in the time of Qianlong. 
Although not many of these gardens exist today, glimpses of these gardens can be 
obtained from Li Dou's Yangzhou Huafanglu [Account of Yangzhou Pleasure Boats] 
published in 1795. By claiming "Hangzhou abounds in mountains and lakes, 
Suzhou abounds in markets, Yangzhou abounds in gardens", Li Dou implies that 
Yangzhou gardens were in fact better than those in Suzhou and Hangzhou in the 
time of Qianlong emperor.l^ This is rather contrary to the modem view that 
gardens of Suzhou and Hangzhou were far more famed and superior than those in 
Yangzhou. However, Li Dou's narration of gardens is rather simple and 
straightforward: layouts of gardens are only briefly mentioned, while a lot of 
attention is devoted to listing those scholars who were visitors or guests to the 
15 See Maxwell K. Heam, "Document and Portrait: the Southern Tour Paintings of Kangxi 
and Qianlong," in Chinese Painting under the Qianlong Emperor, edited by Ju-hsi Chou and 
Claudia Brown, vol. 1, pp. 91-131. 
16 Li Dou, Yangzhou huafanglu, p. 151. 
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gardens. The question is: can we take Li Dou's words as a kind of honest, innocent 
record of the gardens at that time? 
Unlike traditional scholar gardens in Suzhou, Shou XIhu gardens were built by 
wealthy merchants rather than by literati, and most of them would be considered to 
be vulgar in the view of a literati like Li Dou himself. Li Dou records that, there 
were altogether twenty sceneries around the lake by 1765. (Figure 4.15). Some of the 
sceneries were: Juanshi Dongtian 卷石？同天[Rock rolled up Grottoes], Changdi 
Chunliu S P ^ # f P [Long Bank with Spring Willows], Siqiao Yanyu 四橋煙雨 
[Four Bridges in Misty Rain], Xiyuan Qushui 西園曲水 [ W i n d i n g River in Xi 
Yuan], Baita Qingyun 白塔晴雲 [ W h i t e Pagoda with Bright Cloud], and Shibi 
Liucong 石壁流涼 [ P r e c i p i c e with Gushing Springs]. Many sceneries have been 
restored, and as these names suggested, these gardens were considered at that time 
to be attractions to people visiting them, rather than some secluded and quiet 
gardens for literati to retreat. Piled rocks were created in these garden simply to 
impress people, as expressed by garden names like 'Rock rolled up Grottoes' and 
'Garden of Nine Peaks'. Li Dou describes the garden Shuizhu Ju 水竹居 [ H o u s e 
Amid Water and Bamboo] in this way: 
On the eastern corner of Jingzao Xuan is a narrow doorway leading to a room for 
two or three people. A landscape painting hangs on its wall and when one pushes 
it, it turns out to be a door. There is another room upon entering one can listen to 
the sound of the bamboo leaves blown by the wind. Within the room is a secret 
doorway which can be easily opened. Inside is a room with rain dropping on its 
window. It has a round table built into the wall. Moving the table aside to enter is 
a tiny room with a bamboo couch. Beside it is a collection of classics, and taking a 
closer look one can see a door like a western painting. Across the 'painting' is a 
deep and quiet room. One can listen to the breeze and in the night moonlight 
comes through the doorway. The room has seats for visitors with a bookcase on its 
side. The bookcase when open is a door. Outside is a garden with a winding stone 
path and clear spring water, and there is a low masonry wall ahead. Listening to 
the distance stream, one wonders the beautiful scenery outside the wall but there 
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is no door going out. While the guide is pointing here and there, a door opened by 
itself and then the view of rockeries and a porch named Shuizhu Ju appears.l7 
This paragraph tells of the arrangement of different rooms inside the garden as a 
kind of carefully planned, unexpected layout to provoke a sense of lavishness to 
overwhelm people who walks along the path, an arrangement that was against Li 
Yu's advice of simplicity. But Li Dou's narration is just straightforward, with no 
comment on any aesthetic, style, and he was rather hesitant to speak about their 
vulgarity. Is Li Dou simply accepting here that these gardens were at the same time 
commodities and social investments? And by associating famous scholars with the 
gardens, is he suggesting these gardens functioned as effective socializing space, 
and in turn, expressed the wealth and status of their owners? A comprehensive 
reading of Li Dou's work is not the scope of this research, but suffice to say is that, 
Li Dou seems to be concerned more with portraying a social connection of 
merchants and literati, rather than with a naive account of the physical gardens. 
4.3 The New City's Gardens 
A few more observations on Shou Xihu gardens that influenced the creation of later 
city gardens like Ge Yuan and Jixiao Shanzhuang are attempted here: Firstly, while 
merchants competed with each other on lavish gardens to express wealth and social 
statue, they were also assimilating and accommodating garden owners: They were 
aware of Qianlong's favor of the northern grandeur, but their identification with the 
southern literati culture made them sensitive to the powerful influences of the 
Jiangnan gardens. Secondly, to satisfy the merchant's lifestyle, gardens were highly 
accessible for various activities ranging from 'elegant' activity such as poetry 
gathering to Vulgar' ones such as lavished banquets. However, to conclude that 
17 Jbid., p. 333. 
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merchant garden is Vulgar' based on the traditional scholar's model is simply to 
ignore the social setting of the garden. Thirdly, the building of these gardens 
attracted skilled craftsmen and designers to the city from the north and the south 
which facilitated an exchange of techniques. Because of competition, new 
techniques and innovative ideas were often encouraged to be used. The idea of 
garden as a living place encouraged improvement on certain technical aspect such 
as acoustic for Chinese theater. 
In fact the creation of these gardens were not limited to a stylistic development of a 
regional character. As symbols of both prosperity and retreat, these gardens showed 
the conflicts between settings for literati activities and those for vulgar 
entertainment. Thus, an aesthetics of ambiguity was developed in these gardens in 
response to a complex social environment. In this aspect, gardens reflected the 
mixed feelings of their owners and the literati in the time of Qianlong. The 
innovations of these gardens which combined the northern and southern 
characteristics to assimilate cultures of the merchants and the literati informed the 
design of the city gardens to broaden its concept. It could be the literati's quality of 
tranquillity and freedom as reflected in the garden that responded to the needs and 
aspirations of the merchant to break away from the rigidity of their houses and the 
city life. And these gardens speak of the owners' wealth and sensibility, the needs to 
enjoy and self-cultivate were contested in late Qing gardens. 
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5.0 Ge Yuan 
5.1 Historical Background 
Ge Yuan [Bamboo Garden] was built by merchant Huang Zhiyu 黃 至 簿 inthe 
twenty-third year of Emperor Jiaqing (1818). The garden is located at Dongguan Jie 
東 關 街 in the northern part of the New City, near the famous Ma's Brothers' 
Xiaolinglong Shanguan (Figure 5.1). Huang was one of the head salt merchants of 
the Lianghuai region,l but he was himself a painter with pseudonym 'Geyuan', 
known by his extant landscape paintings sealed 'Geyuan p a i n t i n g ' ? Huang and his 
garden Ge Yuan are recorded in Yangzhou Lanshenglu 揚州覽勝錄[An Account of 
Visiting Famous Places in Yangzhou], "Huang Zhiyu was rich owing to his salt 
trade, and he was the head merchant of Lianghuai. He bought Ma Qiuyue's 
Xiaolinglong Shanguan, and then built this garden (Ge Yuan), which was a garden 
to entertain guests."^ A local gazetteer ]inquanxiian Xuzhi 金泉縣續志 [ A p p e n d e d 
Gazetteer of Jinquan County] wrote: 
Ge Yuan is located at Dongguan Jie, and was built by salt merchant Huang Zhiyu. 
Huang was tremendously wealthy with his salt trade in the time of Emperors 
Jiaqing and Daoguang. He bought Jienan Shuwu of Ma's family (Xiaolinglong 
Shanguan) and then built this garden. There were often literati gatherings and 
banquets in the garden. After the Rebellion of Hong and Yang, the garden was 
owned by the Li's family. The original stone plate of Ge Yuan is still placed above 
the garden entrance. 4 
1 Lianghuai was one of the eleven salt administration areas in the Qing dynasty. The 
Lianghuai Salt Administration had its head offices in Yangzhou which outstripped all other 
areas in production, sale and revenue. It appointed thirty head merchants up to 1831 to 
supervise the 'small merchants'. The head merchants were those who had the largest shares 
in the salt business, see Ho Ping-ti, "The Salt Merchants of Yang-chou," pp.131-138. 
2 Wu Zhaozhao, Duo tiangong, p. 244. 
3 Quoted in Gimnglin Quzhi, edited by Yangzhoushi Guanglin difangzhi pianji wiyuanhui. 
Beijing: Zhonghua shuju, 1993, p. 224. 
4 Jinquan xuan xiiji [Appended Gazetteer of Jinquan County]. 1921 edition, 13: 3. 
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Ge Yuan has undergone many changes since it was built. A lyric by Jin Xuefang 
金 雪 肪 captures some of the changes: 
Inside the front courtyard gathers the distinguished scholars. 
Wars in my whole life, I remember an old garden visit; 
A place of pleasure for more than fifty years. 
The rockery and trees of Ge Yuan now lose their luster.5 
The garden was abandoned in the years after Emperor Jiaqing, and was 
consequently owned by people other than Huang's lineage. In 1927, there was a fire 
and portions of the buildings were ruined. Attempts to renovate the garden began 
in 1955 and the main hall Yiyu Xuan was rebuilt. The rockeries were modified in 
1957 and 1958. But in the time of Cultural Revolution, the garden was occupied by a 
local theater group and part of it was abandoned. In 1979, after the Cultural 
Revolution, it was returned to the local government and then renovated. In 1981, a 
new pavilion was added on the lake mountain and the Zhuqiu Ge on the yellow 
stone mountain was renewed. It was opened to the public in 1982 and is now one of 
the well preserved gardens in the city.6 Besides minor alterations, the present 
garden represents more or less the layout of the original garden in the years of 
Emperor Jiaqing. 
5.1.1 Record of the Garden: Ge Yuan ji 
Besides the above records, there is the Ge Yuan ji written by Liu Fenggao 劉 鳳 詰 
in 1818 which is now inscribed on a wall in the garden: 
Guanglin's (Yangzhou) exquisite houses and gardens are known to be the best in 
the south-eastern China. And Scholar-officials enjoy having banquets in these 
gardens. Flowers and trees of the seasons provide settings for literati gatherings 
5 Quoted in Zhu Jiang, Yangzhou yuanlin pinshanglu [Appreciation of Yangzhou Gardens]. 
Shanghai: Shanghai wenhua chubanshe, 1984, p. 125. My translation. 
6 For the historical changes of Ge Yuan, see Zhu Jiang, Yangzhou yuanlin pinshanglu, pp. 
123- 125, and Guanglin Quzhi, edited by Yangzhoushi Guanglin difangzhi pianji wiyuanhui, 
pp. 224- 225. 
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and banquets, where visitors can enjoy in these gardens. The ways to benevolence 
and rituals are thus easily achieved. Ge Yuan occupies the site of an old garden 
Shouzhi Yuan, and the master rebuilt and turned it anew. The garden hall is 
splendid and there are winding corridors and magnificent buildings. They are 
lined with decorated balustrades, and are enlarged by an upper level. Stones are 
piled up for building small mountains, while water is collected for creating a 
pond. Green vine curls in the mist, and tall trees diffuse light to create a mostly 
cool and beautiful atmosphere. With those constructed by the eyes and mind, 
there is no need to leave the house and spring naturally comes in the gourd-
shaped world (hutian zichun 胃^：自_), and horses in uproar become quiet. 
Thus amusing mood is cultivated, and the classics are being taught in the garden. 
Both leisurely or solemn guests can appreciate in a joyful and harmonious 
atmosphere, and air of kindness is built up and wind of harmony is welcomed. 
The owner of the garden is fond of bamboo and himself behaves according to its 
character. When a gentleman looks at it, he thinks of his virtues out of a 
cultivation. Bamboo is hollow inside, when a gentleman looks into it, he thinks of 
his own kindness. Its straightness and uprightness are like a gentleman's mind 
and deed. It is not just green in winter and colorful in summer, but is beautiful as 
a gentleman. The owner named it the 'Bamboo Garden'. Inside it, precious trees 
are grown, and its color changes with the climate. Its form and imagery are 
superior than what Zhishan says: ’ Viewing sideways it is like eight or nine zhang^ 
across; but looking from another angle, it is just several tens of steps. Willows are 
grown in lines of two, and peach trees are hundreds in numbers.' The owner likes 
what he is interested in, and gratifies about what he enjoys. He creates a 
prosperous world with his talent, and nourishes his body by leaving his mind in 
peace.^ 
From the above records, we know that when Huang bought Ge Yuan, he owned 
Xiaolinglong Shanguan as well, a very famous garden in the time of Qianlong, and 
Ge Yuan itself occupies the site of another old garden Shouzhi Yuan 壽芝園，a 
garden with its rockery design based on paintings of Shitao. 9 Yet Ge Yuan ji did not 
tell why Huang bought Shouzhi Yuan, nor mention about the famous Shitao. But 
we are told that the garden was built to entertain both non-literati and scholars 
where poetry gatherings and lavish banquets were organized. Huang Geyuan 
Jiachuan 黃個園家傳 [ F a m i l y Biography of Geyuan] remarks that every banquet in 
7 One zhang is equal to 3.33 meters. 
8 Quoted in Zhu Jiang, Yangzhou yuanlin pinshanglu, p. 124. My translation. 
9 See Wu Zhaozhao, Duo tiangong, p.245. 
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the garden used thousands of gold.lO lt seems that Ge Yuan was not unlike those 
earlier gardens to be a place for conspicuous spending and socializing. 
5.2 The Planning 
Ge Yuan has an area of about 5,000 m^ and is rectangular in shape. It measures 
approximately 60m in length and 90m in width, but according to the survey by 
Chen Congzhou the original garden was slightly bigger than the present o n e ” The 
garden is built to the north of the residence, and is entered through a narrow lane in 
between two portions of the houses. The planning of the garden is rather simple. It 
follows the tradition of orienting towards the south. The main hall Yiyu Xuan 
宜雨軒 [ H a l l of Seemly Rain] and a small lake occupies the center. Rockeries and 
massive buildings like the two-storied Baoshan Lou 抱山樓 [ L o u n g e of Embracing 
Mountain] are arranged on the periphery of the garden. Ge Yuan is not subdivided 
by walls, but different milieu are created by the strategically placement of buildings 
and rockeries (Figure 5.2 to 5.4). As suggested by its name and its various rockeries, 
bamboo and rockery appeared to be the main garden motifs. 
Thanks to modern scholars like Chen Congzhou and Wu Zhaozhao, Ge Yuan is now 
famous for its rockery, known as sijijiashan 四季假山 [ r o c k e r y of the four seasons]. 
The rockery is unique in the sense that most gardens are limited to one or two kinds 
of stones, and if there is a mixture of several kinds of stone, it is advisable that they 
are not arranged within the same sight range. But the rockeries in Ge Yuan are 
made up of different stones: Taihushi 太湖石 [ S t o n e from Taihu Lake], hmngshi 
^ S [Yellow Mountain Stone], sunshi W^ [Bamboo Shoot Stone] and xuanshi 
宣石 [ S n o w Stone], and were appropriately placed in the four quarters of the 
10 Qian Chenfang, "Manhua Yangzhou Ge Yuan yishu tese," in Yangzhou shiyuan xuebao, 
1983 no. 3, pp. 155-157. 
11 Chen Congzhou, Yangzhou yuanlin, p.5. 
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garden to imply the four seasons: the two larger rockeries are placed at the 
northeast and northwest corners, and the two smaller ones at the entrance and 
southeast corner. 
5.2.1 Garden Layout 
The entrance to the garden is flanked by a garden wall, which has a moon gate at 
the center and lattice windows on its two sides. Above the moon gate is the 
horizontal inscription 'Ge Yuan'. On the outside is a composition of sunshi standing 
amid tall bamboo. The small and pointed sunshi rockeries which was scattered 
around resemble those sturdy bamboo shoots springing up from the earth after a 
spring rain, and create a vivid contrast with the straight and upright bamboo 
(Figure 5.5). Upon entering, another Taihushi rockery composition behind the 
garden wall and the main hall becomes visible. The rockery is named 'Animal 
Greeting the Spring’ owing to its shape like different kinds of animals moving about 
(Figure 5.6). This arrangement of bamboo and rockery of an impression of spring is 
referred to as the chunshan 春山 [ S p r i n g Mountain]. The main hall Yiyu Xuan was 
originally called the Guihua Ting 桂花廳 [ O s m a n t h u s Hall]. It was where 
banquets were held (Figure 5.7). To the southwest corner of the main hall there was 
originally a double-storied corner building Miju Lang 覓句廊 [ F i n d i n g Words 
Corridor] where a couplet by Yuan Mei 袁 枚 was hung, ’The moon shines on the 
bamboo to become a thousand words of ge, The frost accumulates on the plum tree 
to become a body of flowers.’ And its lower floor has two rooms for writing 
calligraphy. 12 
Walking through the spring landscape towards Yiyu Xuan, one's attention is caught 
by a large rockery made of Taihu Lake stones at the northwest corner of the main 
12 See Guanglin Quzhi, edited by Yangzhoushi Guanglin difangzhi pianji wiyuanhui, p.225. 
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hall. This is the xiashan 夏山 [ S u m m e r Mountain], or the Qiuyun 秋雲 [ A u t u m n 
Cloud] because it resembles cloud in the autumn sky (Figure 5.8). The rockery 
stands in the middle of a small lake, and a zigzag stone bridge leads the visitors into 
mysterious caves inside. There are altogether twelve interconnected caves, and 
when one looks outside the caves, a different view of the garden landscape is given 
in each case. The cool and refreshing characteristics of the rockery provide an ideal 
place to be away from the summer heat. The subterranean passageways lead 
upwards to a pavilion named Heting 鶴亭 [ C r a n e Pavilion] with an old pine tree 
(Figure 5.9). From here one can look downwards to the lake and bamboo (Figure 
5.10). 
To the north of the main hall is a two-storied building Baoshan Lou and a lake in 
front. There is a pavilion named Qingyi 清 漪 on the eastern shore of the lake, and 
originally there was a Yuanyang Ting [Mandarin Duck Pavilion] at the western 
shore built like a small shifang 石舫[stone boat].13 On the Baoshan Lou is an 
inscription 'Hutian Zichun'壶天自春,meaning that inside the gourd-shaped 
world spring comes naturally. Looking out of the corridor, one can comprehend the 
whole garden: the main hall across a pond, a pavilion in between, the Summer 
Mountain at the western corner, and the Autumn Mountain at the eastern corner. 
To the east of the main hall is the hiiangshi rockery, the qiushan 秋山 [Autumn 
Mountain]. It is linked to the corridor of Baoshan Lou. The yellow stone of this 
powerful and grand rockery is hard, angular with its surface and peaks 
impenetrable (Figure 5.11). Located at the eastern part of the garden, when the 
setting sun shines on the yellow rocks it adds the impression of autumn. The 
rockery is embellished with three winding paths: the first one returns to its starting 
point after a few turnings; the second one leads to nowhere, and the third one leads 
13 ^id. 
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up to the Zhuqiu Ge 住秋閣 [Dwell- in-Autumn Lounge] at the summit. On it is 
hung Zheng Xie's couplet, 'In the sound of summer rains comes the autumn; On the 
frozen plum flowers spring is found.' From here one can see the overall view of the 
peaks, cliffs and ravines of the rockery, and the distant vista of Shou Xihu to the 
north. To the Chinese autumn is acknowledged as the best season for mountain 
climbing and distance viewing. 
To the southeast of the main hall is another hall Toufeng Louyue 透風漏月 [ W i n d 
penetrates and Moonlight leaks]. It is opened towards the back of the garden with 
the view of a delicate rockery piled against the wall, the dongshan 冬山 [ W i n t e r 
Mountain]. Composed of round shaped xuanshi with tiny white crystals, it 
resembles a scene of unmelted snow accumulated at a mountain top, and is like a 
group of dancing lion (Figure 5.12). One can feel a gust of wind blowing with a faint 
sound of whistling. It is because there are four rows of hole in the wall. Outside this 
wall are two high walls and a narrow path in between, and wind rushes through the 
holes to give a whistling sound. As northeastern wind is prevalent throughout the 
year, whistling can be heard all year round. The winter theme is extended to the 
floor tile, which is laid in a pattern of crackled ice. A circular opening on the garden 
wall allows a glimpse of the Spring Mountain on the opposite side, suggesting the 
coming of springtime (Figure 5.13). There was originally a Congshu Lou 叢 書 樓 
[Collectanea Lounge] at the southeastern corner of the g a r d e n . ! 4 
5.2.2 Touring Paths 
The layout of the garden allows two possibilities of touring (Figure 5.14): 
Route 1— After entering the moon gate and looking at the Spring Mountain {a), see 
the main hall Yiyu Xuan {h), or turn westwards to the lake and the Summer 
14 Jbid. 
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Mountain (c). There are several caves inside this rockery that leads to Heting and 
the upper storey of Baoshan Lou {d), where one can walk along its corridor to the 
eastern part of the garden. To the east is the Autumn Mountain {e) where a stair 
leads up to the pavilion Zhuqiu Ge. From here one can see a distant view outside 
the garden. Visitors can either pause in a small pavilion on the lake shore (J) which 
overlooks both the western and eastern sceneries, or move to the south to the 
Winter Mountain (g) and the adjacent Toufeng Louyue (/z), and turn back to the 
Yiyu Xuan. 
Route 2— Proceed to the eastern part after seeing the Spring Mountain {a) and Yiyu 
Xuan {b). From Toufeng Louyue {h) and the Winter Mountain {g), walk towards the 
north to the small pavilion (/), or climb up the Autumn Mountain {e) which leads to 
the upper story of the Baoshan Lou {d). Its corridor links to the Summer Mountain 
(c) and provides a panoramic view of the whole area. 
Both touring paths are based on the large rockeries made of Taihushi and huangshi as 
main components in creating dynamic views, which is not a common arrangement 
in Jiangnan garden. Many gardens only have one rockery composition in one space 
which is the center of attention in that area. In Ge Yuan the layout of the garden 
does not suggest any touring path naturally. At the Spring Mountain, there are two 
narrow vistas offered: a broader view to the northwest where a small part of the 
Summer Mountain can be seen, and a view to the northeast where the Autumn 
Mountain is located. And the visitor can proceed to either the Summer Mountain or 
the Autumn Mountain. Of course the seasonal theme of the rockeries implies the 
garden should be toured according to the first route in the sequence of bamboo 
shoot rockery (spring), Taihushi rockery (summer), huangshi rockery (autumn) and 
xuanshi rockery composition (winter). Wu Zhaozhao remarks that traveling among 
these rockeries is an experience of reading a masterpiece of literary work: the Spring 
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Mountain is the introduction, the Summer Mountain as spreading out, the Autumn 
Mountain as the climax, and the Winter Mountain is its c o n d u s i o n . l 5 Yet there is no 
clue about this theme in the yuan ji and it is uncertain whether it might have been 
proposed by modern people. Thus the choice of the touring path is ambiguous. 
5.3 Rockeries of the Seasons: A Query 
In either modern writings about Ge Yuan or in tourist guidebooks, the SijiJiashan 
now features as the hallmark of the garden. Are these rockeries really composed 
according to a seasonal theme, or is it merely a modern invention? And why did the 
master include four rockeries in a small garden? To answer the above questions, I 
will first review some modern opinions about these rockeries, and meanings of 
rockery in the context of late Ming and Qing. 
Chen Congzhou remarks that Yangzhou gardens include a variety of stones because 
of the need to transport the stones from other parts of the country, which often 
included many varieties and their sizes were comparatively small. 16 While some 
scholars believe that, the play of stones in a garden reflected the attitude of man 
towards life and Nature. Evoking through the garden stones to the annual cycle of 
the seasons, the literati aestheticized the great rule of the metamorphosis of the 
world.l7 In Chinese tradition, each season has its orientation, color, elements, and 
flowers: 
Spring: East, wood, blue green, peach blossom. 
Summer: South, fire, sun-flame red, white lotus. 
Autumn: West, metal, white, chrysanthemum. 
Winter: North, water, black, plum blossom. 
15 See Wu Zhaozhao, Duo tiangong, p. 76. 
16 Chen Congzhou, Yangzhou yiianlin, p. 5. 
17 Pierre Rambach and Susanne Rambach, Gardens ofLongevity in China and Japan: The Art of 
the Stone Raisers. New York: Rizzoli International Publications, 1987. 
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In fact the connection of rockery to seasonal theme is rather common. But most 
gardens only include mountains about one season, and not four altogether. Spring 
mountains are found in Yi Yuan 1、台園[Garden of Pleasure] and Imperial gardens. 
Their stones which are put up against a wall and completed with bamboo, are 
placed to be lit by the morning sun. In Yi Yuan, tapered, greenish gray stones 
looked like young sprouts piercing the soil (Figure 5.15). In Ningshougong 寧壽宮 
Garden of the Place of Tranquil Longevity] there is a composition of spring and 
winter mountains together by stones of different aspects as a play of contrast. 
Summer compositions are rather popular and to give just a few examples, they 
include Shizilin 缩市子林[Lion Grove Garden], Xiaopangu /_]\盤谷[Garden of Small 
Winding Valley], Xi Yuan 西園[West Garden] of Damingsi 大明寺,and 
Jingxinzhai 靜丄、齋[Garden of Serenity Study]. These mountains normally offer 
both distant viewing and climbing. In Xiaopangu, it is placed on water and is 
viewed from a pavilion across. The contrast of light and shade and the trembling 
reflection in the water which doubles its height is parallel to the Taihushi rockery in 
Ge Yuan (Figure 5.16). In Xi Yuan the mountain's high artificial cliff casts vast 
shadowy areas at its base to imply both its depth and the ornamental niches 
housing the Buddha. Autumn mountains are found in Huanxiu Shanzhuang 
環秀山莊 [ G a r d e n of Encircling Elegance] and Wangshi Yuan 網師園 [ G a r d e n of 
the Master of Fishing Nets]. As in Ge Yuan these rockery are intended for climbing. 
The rocky shape with sharp ridges conceal steps that give access to the mountain 
summit. They appear best in late afternoon when long shadows open up deep 
gorges and bottomless ravines (Figure 5.17). The winter compositions are often 
modest and one example can be found within the eastern part of Jixiao Shanzhuang. 
They are typically oriented to the north in the shadow and are sited in the corner to 
allow viewing from the inside of a hall (Figure 5.18). 
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Contrary to many opinions about 'the rockeries of the four seasons' in Ge Yuan, Zhu 
Jiang argues that it was not the designers intention. He believes that the technique 
of constructing rockery in Ge Yuan originated from landscape p a i n t i n g s . l 8 
Mountains in different weather were also common themes among literati paintings. 
Through its abstract beauty to evoke personal feelings, rockeries allow different 
interpretations which varies with moods or views. But Shitao added a comment: 
’In the painting of scenes depicting the four seasons, the atmosphere varies, each 
having its own climate; it therefore becomes a matter of observing and analyzing 
the weather and the seasons..... [however] the variety of atmospheres cannot be 
limited to the simple scheme of the four seasons' 19 
Iri fact the art of rockery was highly developed since the time of the Ming. Yuan Ye 
devotes a chapter to the selection of stones. Rockery composition is dependent on 
the characteristics of the stones available. Mountain in stone was considered a 
means to impress people, as they cost more than mountain in clay.20 And the 
Taihushi and huangshi of the Summer and Autumn Mountains are the two main 
types of rocks preferred by the garden owners. Lake stones are light gray limestone, 
and are appreciated for their qualities of shou 痩，tou 透，lou 漏，and zhou 皺,[thin, 
perforated, riddled and wrinkle]. The rocks are quarried from Taihu, a lake near 
Wuxi. Yuan Ye also mentioned the preference of Taihu stone: 
These rocks are valued for their size and height, and are particularly suitable for 
setting up individually before a gallery or hall, or for placing below a lofty pine-
tree or strangely shaped plant. If formed into artificial mountains or set about 
through a park or among scattered pavilions, they make a particularly fine 
spectacle. They have been collected for a very long time, from ancient times until 
the present, so they are nowadays not easy to come by.2l 
18 Zhu Jiang, Yangzhou yuanlin pinshanglu, pp. 17-20. 
19 Shitao, Huayulu. Beijing: Guoji wenhua chuban gongsi, 1993. Chapter XIV. 
20 Artificial mountains built of clay are usually low with gentle slope, and are too bulky for 
an intricate appearance. The use of rocks allows higher and steeper artificial mountains to be 
built, but it requires more labour and money. 
21 Ji Cheng, The Craft of Garden, p.ll2. 
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The peculiar shape and irregular cavities of the rocks are due to the erosion by 
water and sand. The graceful and elegant Taihu stones were admired and collected 
by literati as well as the emperors. It was an extravagant hobby and views of 
grotesque stones were composed in gardens as attractions. The lake stone has 
neither horizontal nor vertical, but curved grains, and could be displayed singly as a 
peakJeng, or piled into a lofty, group composition of artificial mountain,jiashan. 
The yellow stone appears more geometrical and angular. And Yuan Ye remarks, 
"Huang Rocks are obtainable all over the place. Their texture is firm and does not 
admit the adze or chisel, and the striations in the stone are rough and course…,. 
Vulgar people are aware only of the hefty appearance and not of their subtle 
attraction"22 
But Ji Cheng was against the overemphasis on this expensive rocks in a garden, 
especially as a means to indicate fame and fortune: 
From ancient times, the rocks from the Great Lake have been most famous; other 
than this, amateurs of landscape only knew the name of the patterned rocks'. 
Nowadays people simply choose rocks from illustrations; what does the ignorant 
multitude know of the beauty of Huangshan? Small-scale mountains should 
imitate the work of the master of the Cloud Forest, and large ones should honor 
the style of Zijiu. The individual pieces of rock may look clumsy and awkward, 
but when piled up they will seem all the more awe-inspiring. This sort of rock is 
good for arranging together, and moreover can be collected anywhere in the 
mountains. Rocks are not like plants or trees; once gathered, they gain a new lease 
of life. People, too, not content with achieving nothing, are prepared to seek fame 
and fortune however far this takes them. 23 
The choosing of rocks from illustration shows how advance the business was at that 
time. In some cases, the lake stone used were imitated, as Ji Cheng advises, "Rocks 
from San Bing, south of Lake Chao: some rocks are like those of the Great Lake, 
some are awkwardly simple and covered with jagged edges. The local people 
22 Jbid., p. 116. 
23 ftid., p. 112. 
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(Anhui) collect them and carry them out to sell, and amateurs of landscape in 
Yangzhou buy nothing but this kind of rocks."24 it seems that rockery was 
considered as conspicuous consumption since the time of late Ming. But Ge Yuan 
was not the only Yangzhou garden having rockeries built of different stones. An 
earlier example is Jiang Chun's garden Jingxiang Yuan、淨香園[Garden of Pure 
Fragrance] which had rockeries composed of Taihushi, huangshi and xuanshi.^^ It is 
likely that the use of various stones in Ge Yuan was connected with the idea of 
conspicuous consumption. And these magnificent rockeries had certainly attracted 
and astonished many visitors. Yet the theme of 'Rockeries of the Seasons' is 
unconvincing from the view of the garden record: this seasonal theme, being so 
significant nowadays, were hardly mentioned in Ge Yuan ji or other historical 
records. But if these rockeries are not corresponding to the seasons, why are they so 
significant in the garden. I will further elaborate on the meaning of these rockeries 
in Ge Yuan in sections 7.1 and 7.2. 
i 
24 n>id., p. 116. 
25 Li Dou, Yangzhou huafanglu, pp. 268- 273. 
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6.0 Jixiao Shanzhuang 
6.1 Historical Background 
Jixiao Shanzhuang [Resounding Roars Mountain Villa] was owned by He Zhizhou 
何 3 £ . The garden is now named as He Yuan 何園 [ G a r d e n of He's Family] after 
the owner. Construction of the garden commenced in the first year of Emperor 
Tongzhi (1862) and was completed in 1875. It is located at Huayuan Xiang 花 園 巷 
in the New City (Figure 5.1). There is little documentation in the Qing dynasty 
about the garden, and it is not recorded in any local gazetteer. He Zhizhou was an 
official in Hanhuangde 漢黃德 ( H a n y a n g fu, Huangzhou fu and Dean fu), Hebei. 
In the ninth year of Emperor Guangxu (1883) He Zhizhou retired to Yangzhou and 
bought Pianshi Shanfang 片石山房 which was then included as part of the house. 
According to Qian Yong's Luyuan Conghua 0 , Pianshi Shanfang was previously 
owned by Wu Jialong 吳 家 龍 and its rockery was designed by Shitao. 1 In this 
century the garden has undergone quite a number of changes. In 1944, the garden 
was sold and became an amusement park. Two years later it was turned into a 
middle school. After the Liberation, it was taken back by the government and was 
used as a school. The first attempt to renovate the garden happened in 1959. In the 
time of Cultural Revolution around the year 1969, the garden was inhabited by the 
Yangzhou Cable and Wireless Factory and some of the buildings were changed to 
industrial purpose and were extensively damaged. After Cultural Revolution in 
1979, the rockery was rebuilt and the garden was partially opened to public. But 
part of the garden was still being used as living quarter of a company. In 1985, the 
entire garden was taken back by the local government and was renovated. The 
garden was fully opened to the public in 1987. The neighboring garden Pianshi 
1 Qian Yong, Luyuan conghua. Beijing: Zhonghua shuju, 1979, p.532. 
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Shanfang was rebuilt in 1989 and is now opened for public visit together with Jixiao 
Shanzhuang. 
6.1.1 Jixiao and Tao Qian 
The garden's name 'jixiao' was adopted from Guiqu Laici 歸去來辭 [ H o m e Again] 
by Tao Qian. This well-known poem was written in 405 when Tao chose to leave the 
official post at the age of forty and to earn his living as a farmer: 
The three paths have become overgrown. 
But pines and chrysanthemums remain. 
Taking the children by the hand, I enter the house. 
Where there is wine, filled ready in the jug. -
Taking up the jug and cup, I pour for myself. 
A glance at the courtyard trees makes my face happy; 
I lean by the southern window in a mood of pride {jiao 寄働； 
I ponder the easy content of a narrow sufficiency. 
My garden daily I pace with a quick step; 
Although there is a gate, it is always closed. 
Staff in hand, I roam or stop for rest; 
At times raise my head and gaze into the distance. 
Clouds aimlessly come out from the mountain-top; 
birds, weary of flying, know they should go home. 
The sun's light grows dim and is about to sink; 
Stroking a solitary pine, I linger. 
Return home! 
How long may one lodge in the body in the universe? 
Why not follow the heart and let things go their way? 
Why be troubled over where one should go. 
Riches and honor are not my desire; 
The Heavenly Village I may not hope for. 
I desire a fair morning to go out alone; 
Sometimes to plant my staff and weed or hoe; 
Or climb the eastern hill and let out long whisper {shiixiao 舒嘯)； 
Or looking on the clear stream, compose a poem. 
So following change, I shall go to my end; 
Happy in my destiny, why should I doubt any more?2 
2 Translation in A. R. Davis, Tao Yuan Ming: His Works and Their Meanings. Hong Kong: 
Hong Kong University Press, 1983, pp. 191-194. 
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In this poem )f ' and ’xiao' are two words that represent Tao Qian's urge for spiritual 
dwelling and wandering when he was living in his garden as a farmer, but caught 
up in a dilemma of engagement or r e c l u s i o n . 3 And He Zhizhou's reference probably 
considered his own garden to be the ideal place to live when he was freed from the 
obligations and duties as an official. The concept of a paradise in this poem evolves 
around phrases like 'a glance at the courtyard trees', 'plant my staff and weed’， 
'climb the eastern hill’ or looking on the clear stream', which in essence is nature 
itself. The name of the garden shuttling between stillness when the viewer lean by 
the southern window’ and movement when one 'climb the eastern hill’. This 
shuttling occurs in the garden as the interplay of viewing in static and viewing in 
motion, by means of a combination of picture windows and winding corridors. As I 
will explain in the next two chapters, the theme of spiritual 'dwelling' and 
'wandering' and the notion of 'shuttling' have constituted the essential readings of 
both Ge Yuan and Jixiao Shanzhuang. 
6.2 The Plan 
The garden occupies an area of about 6,500 m^ and was divided into the western 
and eastern portions. The original entrance was at the north in between the two 
portions but now the garden is entered on the east side (Figure 6.1). The north 
entrance was mainly for the guests and has a tall menlou 門樓 ( g a t e ) . The garden is 
located at the back of the house and is accessible from it directly. The entrance leads 
to a moon gate with the inscription of the name of the garden at the top (Figure 6.2). 
After entering there is a twin-corridor. Turning to the left is the east garden where 
there are two buildings: the Moudan Ting 牡 丹 廳 on the south and a simian ting 
3面廳 [ f o u r - s i d e d hall] on the north. This ting is opened with verandahs on its 
3 Tao Qian's poem in connection with his ideal is studied in Kwok Charles Yim-Tze, Tao 
Qian and the Chinese Poetic Tradition: The Quest for Cultural Identity. Ann Arbor: Center 
for Chinese Studies, The University of Michigan, 1994. 
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four sides (Figure 6.3 & 6.4). At the back is a rockery built against the wall and there 
is a pathway leading up to a double corridor and the Banyue Tai 半月臺 [ H a l f -
moon Platform] which is a place to watch the moon rising. At the opposite side 
there is a pavilion where one can look down to the hall. Inside the hall one can see 
the rockery and the lounge across through the large windows. 
The western portion of the garden is larger. It has a large pond in the middle and is 
enclosed by double-storied corridors and a rockery on the west. The wall that 
separates the west and east garden is punctured by windows to allow a visual 
connection between the two gardens. Among the water is a square pavilion Shuixin 
Ting 水心孕 [ P a v i l i o n at the Heart of Water] which is linked by stone bridges to 
the south and north. Sitting in the pavilion one can watch the fish in the pond and 
the rockery at the opposite side (Figure 6.5 & 6.6). To the north is a seven-bay hall in 
two stories. The central three bays of the hall project out and the side bays have 
uplifting overhangs that look like the shape of a butterfly, and thus it is known as 
'Hudie Ting’ 蝴 蝶 廳 It was where the owner held banquets for his guests (Figure 
6.7). The hall is connected to the 400 m long double-storied corridor and walking 
along the upper level one can have a panoramic view of the garden. As the corridor 
turns and drops in level, the view of the garden changes accordingly (Figure 6.8). 
The rockery on the west has pathways and caves. It is composed of both lake stones 
and yellow stones. On the south is a half pavilion for watching the moon setting. It 
leads to a two-storied Shangyue Lou 賞月樓 [ M o o n Watching Lounge]. The upper 
level was a guest room and the lower level is a library. It opens into a courtyard on 
the south where there is a rockery in lake stone. There is a doorway which connects 
to the house. The living quarter of the owner combined the Chinese and western 
construction traditions. The front quarter一 'Xichun T a n g '熙春堂一h a s an area of 
160m2. It is the largest and most well preserved hall in the city. 
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6.2.1 Touring Paths 
Garden route is normally indicated by corridors and footpaths that link up the 
various areas in a garden. The circulation pattern of Jixiao Shanzhuang is partly 
based on the two-storied corridor which connects the western and eastern portions. 
One can decide to tour the garden in two ways (Figure 6.9): 
Route 1一 Proceed from the entrance corridor (a) to the western portion through the 
twin-corridor (b), go to the square pavilion {c) and walk across the lake to the 
opposite shore. From the stair {d) go up to the second level, and the whole area can 
be seen in aerial view when walking along this corridor to the opposite side (e). The 
corridor stops at a lounge Shengyue Lou {f) which then leads to the top of a Taihushi 
rockery {g). Climbing the rockery to the ground level to visit Hudie Ting {h), and go 
to the eastern portion. 
Route 2 — See the main hall {i) and the opposite Moudan Ting (;), explore the 
eastern rockery {k) and the pavilion on the north (/) where one can go to the second 
level to the Banyue Tai (m), and advance to the western portion of the garden on its 
second level. 
The two routes are basically circulating the central pond on the western portion and 
the simian ting on the eastern portion. Because of the double-storied corridor, more 
possibilities of viewing like aerial view and borrowed view are available on the 
western portion. While on the eastern portion the views are more limited. The 
planning of the circulation is important as it determines the sequence in which the 
garden is to be viewed. In both gardens there is no clear path for tour . 
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6.3 Theater in the Garden 
If the name of the garden expresses He Zhizhou's admiration of Tao Qian, this 
requires a more careful thinking because Chen Congzhou believes that the spatial 
arrangement of the western portion of the garden is based on the requirement of 
accommodating a Chinese theater. Within a comparatively small garden site, 
buildings were arranged along the boundary walls. This kind of perimeter layout 
yielded a relatively generous centralized space, enabling the inclusion of a Chinese 
theater and more garden features within the space (Figure 6.10). The stage was built 
in the form of a pavilion seemingly floating on the central pond. The water surface 
in front of the stage would serve as a sound reflecting device that would add to the 
acoustic effect of musical and theatrical performances. The two-storied halls and 
galleries surrounding the compound served as balconies, just as in a proper theater. 
Partition walls with viewing windows adjacent to the corridors created a private 
area for the ladies to watch the performances. Connected with paths and bridges, 
the two-storied galleries are part of the prime garden touring routes (Figure 6.11).4 
Zhu Jiang disagrees with Chen Congzhou on the Chinese theater. Zhu points out 
that a square pavilion on the east side of a pond was a common theme among 
Yangzhou gardens and was called ' X i a o f a n g h u '小方壶 ( F i g u r e 6.12 & 6.13). To 
give an example, in Pingshantang Tuzhi 平山堂圖志 , t h e r e is a description of a 
garden including a place named Xiaofanghu which was a square pavilion among 
water. He comments that the square pavilion in Jixiao Shanzhuang could be 
appropriate for small scale musical performances, but not traditional Chinese 
theater. The pavilion is too small as a stage, and there is no room for the large group 
of musicians that performed together with the opera troope. Also the lady members 
were normally seated before the stage instead of watching behind windows.^ In this 
sense, Zhu Jiang supports the idea of the garden as a pure recluse and avoided the 
4 Chen Congzhou,Yangzhoii yuanlin, p. 6. 
5 Zhu Jiang, Yangzhou yuanlin pinshanglii, pp. 4-5. 
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conflict between the sensual enjoyment of theater and the lofty admiration of Tao 
Qian. However, as we have seen in earlier chapters, theater was inevitably part of 
the garden culture of that time. And Zhu Jiang's argument of 'Xiaofanghu' does not 
necessarily exclude the chance of Chinese theater in the view of Chen Congzhou. In 
chapter eight this conflict will lead to a reading of the garden being a shuttling 
between mundane and transcendent worlds. 
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7.0 Spatial Reading One: 
A Scholar's Hut Amongst Immortars Mountain 
7.1 Rockery and Garden Building 
Yangzhou gardens are well known by their excellent rockeries and garden 
buildings. Li Dou remarks, "Yangzhou is splendid with famous gardens, and these 
famous gardens are splendid with their rockeries.,'l And Qian Yong expresses his 
appreciation about Yangzhou buildings in Luymn Conghua: 
Yangzhou ranks the highest on the construction of buildings. The skill of building 
houses is variable like composing a writing so that there appears no repetition. 
Even for a small construction of a few jian (bay), windows and doors are wide, 
and appropriately articulated in bending and turning... Halls and lounges are 
clean and tidy like those of immortal palaces; and study halls and secret rooms are 
undulating like laying out a garden. To construct in both ways earns the name of a 
master. ^  
As shown in the two chapters earlier, a common characteristic of Ge Yuan and 
Jixiao Shanzhuang is their emphasis on rockeries and garden buildings. These two 
garden components have received much attention in Yuan Ye. Ji Cheng did not limit 
himself on poetic language in the sections about rockeries and buildings, but 
explain each elements of pavilions, covered walkways, windows, balustrade etc. on 
a rather practical level. To Ji Cheng his concern for rockery and buildings shifts 
between the abstract image of a garden and the creation of an ideal environment 
suitable for literati activities. His ideal garden space is one that provides a setting 
where its owner can 'live as a hermit in the midst of the t o w n ' . 3 This is not unlike 
the functions of buildings and rockeries in Ge Yuan and Jixiao Shanzhuang. They 
serve for highly literary activities such as private study and writing calligraphy in a 
1 Li Dou, Yangzhou Jmafanghi, p. 41. 
2 Qian Yong, Liiyuan conghua, 1979, p.326. 
3 Ji Cheng, The Craft of Garden, p.47. 
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hall, or playing chess and meditation inside a rockery cave, and at the same time 
they are a kind of conspicuous consumption which cater for lavish entertainment 
such as banquets and theaters. But in the two gardens, rockeries and buildings have 
assumed a special spatial composition that appears frequently in the garden 
paintings of late Ming: a scholar's hut amongst trees and mountains. In Ge Yuan, 
the lofty hall Yiyu Xuan is set amongst rockeries made of various kinds of stone; in 
Jixiao Shanzhuang, the eastern portion is composed of a main hall in front of a 
group of rockery to the north. 
In Ming paintings of gardens there are two common compositions that were widely 
used by Tang Yin 唐寅 ,W e n Zhengming 文 徵 明 and other sixteenth-century 
Jiangnan artists. The first composition consists of a rustic thatched hut or a modest 
tile-roofed pavilion set in a thicket of shrubs and trees, or flanked by ornamental 
rocks (Figure 7.1). The second composition is a variation of the first: the same hut or 
pavilion is set amongst one or two tall pines with twisted branches silhouetted 
against an empty sky or distant mountains (Figure 7 .2 ) .4 j h i s two compositional 
stereotypes persisted as a model for paintings of garden well into the early Qing, 
but the art historian Ellen Johnston Laing has found that they were also used in a 
new genre paintings about New Year's Day or the Spring Festival was popular in 
seventeenth-century Jiangnan (Figure 7.3 to 7.5). These paintings simply 
appropriated the two types of late Ming garden composition, but modified them so 
that the once solemn garden became the setting for lively New Year celebrations 
and lighthearted festivities. Gentlemen gathered in a small building to share a 
brazier, wine, poetry, and writing, not tea and philosophical conservation, their 
servants stand in readiness. The simple hut has become an adjunct to a substantial 
edifice. In these paintings garden buildings and rockeries became less literary and 
4 Ellen Johnston Laing, "From Sages to Revellers," in Oriental Art, vol XLI no.l, Spring 1995, 
pp. 25-33. 
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elitist in tone and the motifs are converted into themes with greater popular 
a p p e a l . 5 
Although the arrangement of a lofty hall amongst ornamental rockeries in Ge Yuan 
recalls what the late Ming garden paintings have arrived at the stereotypical 
composition of a scholar hut amongst mountains, the same composition can be 
found in genre paintings which merely provides a setting for everyday activity or 
festivity. Is the composition of buildings and rockeries in the two gardens simply an 
appropriation to become a setting for festivity? Laing's study on genre paintings of 
garden further weakens the literati content of buildings and rockeries in a garden in 
the context of late Ming and early Qing Jiangnan. And it is uncertain whether the 
composition connotes a setting for everyday life or the original composition of a 
scholar hut amongst mountains. 
7.2 The Influence of Shitao 
The stereotypic composition has acquired a new meaning through the art of Shitao. 
And this is how my reading of garden buildings and rockeries in Ge Yuan is 
anchored. In a study of the rockeries in Ge Yuan, Wu Zhaozhao shows that the 
original rockeries in Shouzhi Yuan, where Ge Yuan was built upon, were actually 
based on the works of Shitao.6 Shitao, also known as Daoji, moved to live in 
Yangzhou at the age of forty-one. Besides being a distinguished painter, Shitao was 
credited to be the designer of the rockery composition in Pianshi Shanfang which is 
adjacent to Jixiao Shanzhuang, and the Wanshi Yuan 萬石園 [ G a r d e n of Ten 
Thousand Stone] which was previously the site of Ge Yuan (Figure 7.6)7 The 
5 Jbid., p.28. 
6 Wu Zhaozhao, Duo tiangong, p.245. 
7 Li Dou, Yangzhou huafanglu, p. 41, and Qian Yong, Luyuan conghua, p.330. 
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rockery in Wanshi Yuan was burnt down and left no traces of it. But in Pianshi 
Shanfang a part of the rockery has been preserved. 
Based on Richard Barnhart's study on the hidden meaning of grottoes in the 
paintings of Shitao, it is tempting to suggest an alternative reading of the rockery in 
Ge Yuan other than the more popular theme of the seasons. According to Barnhart, 
Shitao's caves symbolize a passageway, through the rocks, through space and time, 
and the passage was a journey towards enlightenment and happiness, towards 
renewal and rebirth.8 This recalls again Tao Qian's quest for the paradise in Peach 
Blossom Spring, and both of them involve magic grottoes, blossoming flowers, and 
a consciousness of passage from one realm of existence to another. It is a theme of 
abiding interest to Shitao. In an image of the cave lived by a Han Daoist immortal 
Chang Daoling, Shitao used spring-like hues of yellow, orange and green to 
transform a rather staid, dry, topographical likeness into a glowing picture of the 
birth of spring from the rock grottoes of the immortals. To the artist, the 'cave 
heavens' dongtian of the Daoist immortals are the rock grottoes of the garden, and 
the physical paradise reached through the grotto is the garden itself (Figure 7.7 to 
7.9).9 
If the caves of the rockery open to a paradise, the paths and bridges of an autumn 
wood in Shitao's paintings represent a countryside garden where literati gather and 
wander about. The yellow stone mountain in Ge Yuan could possibly be a theme of 
intoxication to the artist: the exhilaration of wine and autumn woods, of creativity, 
friendship, and madness. In a painting Drunk in Autumn Woods, the landscape was 
more like a garden (Figure 7.10 & 7.11). It was painted in 1702 by Shitao to 
commemorate an outing that the artist made with his friends in the autumn hills. 
8 Richard Barnhart, Peach Blossom Spring: Gardens and Flowers in Chinese Paintings. New 
York: The Metropolitan Museum of Art, 1983, p.l01. 
9 Jbid. 
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Inside the woods, people were engaged here and there in a picnic, wandered 
around to enjoy the autumn foliage, drank wine, composed poems, got drunk, fell 
asleep. Such an autumn outing resembles the acclaimed Orchid Pavilion 蘭亭， 
where the renowned calligrapher Wang Xizhi 王 義 之 and other scholars met in 
the Pavilion in 353 to celebrate the coming of spring. A painting of 1560 by Qian Gu 
(1508-1574) shows the gathering as a group of scholars engaged in composing 
poems and enjoying good wines and landscape scenery as well (Figure 7.12). By 
including both the cave imagery of the Taihushi rockery and bridge and pavilion of 
the huangshi rockery in Ge Yuan, the 'scholar hut' was set amongst immortal's 
mountains and a countryside retreat that represent the two realms desired by 
Shitao. 
7.3 Wandering and Dwelling 
The stereotypical composition of a scholar hut amongst mountains and the 
two meanings of rockery in the art of Shitao allow a further reading of the garden 
buildings and rockeries in Ge Yuan and Jixiao Shanzhuang. On the one hand the 
main hall which represents a scholar hut provides an immediate refuge, and on the 
other hand, the rockery which represents either the magic grotto or the countryside 
where literati gather creates a prospect: a passageway for the journey towards 
renewal and happiness. In this way the two components of a four-sided hall and an 
enclosing rockery together give the generic layout which fulfills the spiritual needs 
for you 游[wandering] and ju 居 [dwel l ing] . In these two gardens the literati ideas 
of wandering and dwelling intermingle with the material culture of that time. 
7.3.1 Keyoii kejii in Landscape Paintings 
To understand the meaning of you and ju in the two gardens, I will first review the 
two ideas in the literati tradition, and then locate them in the Qing context. 
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Wandering and dwelling are two important aspects in the paintings of landscape. In 
a passage of Linquan Gaozhi 林 泉 高 致 [ T h e Lofty Message of Mountain and 
Stream] the Song painter Guo Xi 郭 熙 advised the superiority of being keyou keju 
可 游 可 居 [ a b l e to wander and dwell] than being kexing kewang 可 行 可 望 [ a b l e to 
walk and look at]: 
It is generally accepted opinion that in landscapes there are those through which 
you may travel, those in which you may sightsee, those through which you may 
wander, and those in which you may live. Any paintings attaining these effects are 
to be considered excellent, but those suitable for traveling and sightseeing are not 
as successful in achievement as those suitable for wandering and l i v i n g . l O 
Guo Xi believed that good landscape paintings can allow people to have a mental 
journey into it, and thus "without leaving your room you may sit to your heart's 
content among streams and valleys".n The famous Chinese scholar Xu Fuguan 
徐 復 觀 points out the interdependence of keyou and keju in landscape painting in 
Zhongguo yishu jingshen 中國藝術精神[The Chinese Aesthetic Spirit]: 
Although the spirit of man depends on the spirit of the landscape in achieving its 
transcendence, the characteristic of the Chinese culture means that this 
transcending is not without any limit. In the time of transcendence, there is also a 
kind of dwelling amongst nature. However not every landscape can provide a 
dwelling in it. The landscape itself must have a form that is dwellable. And this 
form must arouse one's sentiment to become an imagery to blend the sentiments 
of both man and landscape. In this way the mundane world is transcended to 
open up a larger world.l2 
The word you means wandering, and shenyou 神 游 is to roam in spirit. The idea of 
'spirit journey’ is the common basis in the aesthetic experience of both painting and 
garden. You is also a term to describe the free and playful transition between states 
10 Bush, Susan, Early Chinese Text on Painting. Massachusetts: Harvard University Press, 
1985, pp. 151-152. 
11 ]bid., p. 151. 
12 Xu Fuguan, Zhongguo yishu jingshen [The Chinese Aesthetic Spirit]. Taipei: Xuesheng 
shuju, 1974, p. 340. 
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of being and levels of reality. The viewing of a Chinese painting is described as 
woyou [roaming through while lying down] by Zong Bing (375-443), a landscape 
painter who produced one of the earliest treatises on landscape painting 
Huashanshui xu 畫山水序 [ I n t r o d u c t i o n to Painting Landscape]. When he was too 
old to climb mountains, he covered the walls of his room with his own paintings of 
the peaks he loved to allow him to pursue his enjoyment of beautiful sites by 
viewing his paintings on the walls. To him landscape painting was conceived as a 
substitute for the real site which could nourish his spiritual well-being. 
The concept of keyou and keju is illustrated by the landscape painting Xiao Xiang 
woyou tu 瀟、湘臥游圖 [ D r e a m Journey on the Xiao and Xiang] dated 1170 (Figure 
7.13). The author of the painting is unknown. The painting is analyzed by Valerie 
Malenfer Ortiz as an attempt to create poetic space. 13 The scroll begins with a river 
crossed by lonely boats and leads to a central mountain which occupies the whole 
height of the paper. At the end of it is a quiet landscape depicting a river in the mist 
just like the beginning. The different sections of the landscape are observed from 
different angles, but the shift of perspective is smooth and connected in a large-scale 
composition. Both arrival and departure from the mountain are progressive. The 
small pavilion painted in front indicates that the central mountain is the goal of the 
trip for the figures traveling through the landscape. The notion of dwelling is 
indicated by this pavilion which is a place for the people to stop and look at the 
mountain. They can extend their gaze to the top of the mountain as well as down 
along the river running below, contemplate, enjoy the comprehensive view of the 
landscape, and to leave the mountain for the lowlands of misty villages. 
The central part of the scroll is based on two vanishing points which are not aligned. 
The lower vanishing point passing through the pavilion offers a continuity of 
13 Valerie Malenfer Ortiz, "The Poetic Structure of a Twelfth-Century Chinese Pictorial 
Dream Joumey," in The Art Bulletin June 1994, pp. 257- 278. 
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ground plane from the exterior to the interior of the painting. On the other hand, the 
vanishing point that passes through the landscape behind it creates a zone of a more 
grandiose scale. The conflict between the two parts is in one sense spatial, a clash 
between two viewing systems; yet in a wider sense it is a clash between 
contradictory definitions of the viewer. While there is a physical connection 
between the viewer and the pavilion, he is also looking at the distant mountain from 
a different point of observation. Thus the mode of perception is not limited to a 
single point of view, but rather involves a fluctuating experience of the world. This 
pictorial excursion offers the viewer a sense of walking in, dwelling in, moving 
about the landscape, and pausing for contemplation an experience that is not unlike 
a garden tour. The shift in vision also correspond to a change in the state of mind. 
Space becomes a medium of contemplation because it is poetic. The pavilion is a 
mediating element between what is perceived inside it as the proper and secured 
domain and that larger domain within which must be existed but over which there 
is no control. Also the misty and distant vistas arouse a desire to travel.l4 
7.3.2 Prospect and Refuge 
The significance of keyou and keju as two aspects of spatial composition of the 
scholar hut amongst immortal mountain can be further understood by the modern 
environmental theory of prospect-refuge. Jn The Experience ofLandscape, Jay 
Appleton proposes and argues that the aesthetic value of a landscape, whether 
natural or man-made, is dependent on the arrangement of objects which combine to 
promote collectively two kinds of opportunity一the prospect and the refuge. They 
do not mean to constitute a dichotomy or dualism in apprehending the landscape, 
but the two concepts are complementary. ^^  Based on Appleton's theory, a 
wanderable landscape is one that affords an opportunity of prospect and a 
dwellable landscape is one that affords an opportunity of refuge. While Appleton 
14 n^id., pp. 266-269. 
15 Jay Appleton, The Experience ofLandscape. London: John Wiley and Sons Ltd., 1975, p.74. 
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agrees that the number of possible arrangements of prospect and refuge which are 
capable of inducing aesthetic satisfaction is infinite, they are achieved by varying 
"the objects employed to symbolize prospect and refuge, the manner and intensity 
with which they symbolize them, the spatial arrangement of the symbols, the 
balance of the prospect and refuge symbols, and the physical media by which such 
an arrangement is communicated to the o b s e r v e r . , ' 1 6 Appleton advises that a 
'balanced’ composition can be created out of the prospect-dominant and the refuge-
dominant half of the painting. His analysis of Rubens' painting Landscape with a 
Rainbow shows that: "Rubens has not, of course, painted two pictures here but a 
single composition with a particular kind of balance. He is at pains to link the 
thematic material of the two sides, for instance with the rainbow and the streaks of 
light across from the open ground on the left into the forest: yet another device for 
suggesting penetrability."^^ 
In the stereotypical composition of garden paintings, the ornamental rockery is read 
in connection to Appleton's symbol of prospect, the scholar's hut becomes a symbol 
of refuge. And the composition of a scholar's hut amongst mountains represents a 
balance of the two symbols. And so the two aspects of keyoii and keju in the 
stereotypical composition match with Appleton's theory of prospect-refuge which 
can induce great aesthetic satisfaction. Wandering and dwelling reflect two 
transcendental aspects in Chinese art. Together they fulfill the desire to transcend 
the mundane world into a spiritual realm through mental experience. 
7.3.3 yuan and shen: Reading of Space and Place in Garden 
There are two kinds of spatial manipulation in Ge Yuan and Jixiao Shanzhuang. 
One emphasizes on the notion of yuan 遠，or distance, and the other on the notion of 
shen 深 and you 幽,or secludedness. Jn Ge Yuan the height of the Taihushi rockery 
16 Jbid. 
1 7 n ? i d . , p . 1 6 5 . 
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gives a distant view to the outside {yuan) and the location of the main hall enclosed 
by tall building and rockeries provoke a feeling of secludedness {shen and you). In 
Jixiao Shanzhuang the rockery is built against the boundary walls which act like the 
Void’ in a landscape scroll as infinite space. Yuan and shen are two important terms 
in Yuan Ye: 
If you climb a tower on a hilltop to gaze into the distance, nothing but beauty will 
meet your eye; if you seek a secluded spot among banks of bamboo, intoxication 
will flood your heart. The pillar of your verandah should be tall and widely 
spaced; your windows and doors should give an unimpeded v i e w . l 8 
To Ji Cheng, gazing into distance {yuan) and seeking of secludedness {you) are the 
basics of a good garden layout. In this particular context the notion of yuan, like that 
in landscape paintings, cannot simply be understood visually to be a kind of spatial 
composition to create illusion. As Xu Fuguan shows that the character yuan is 
analogous to xuan 玄 [ p r o f o u n d ] at the time it was used, they together give rise to 
the notion of xu 虛 [emptiness] and wu 無[nothingness] which become a criterion 
to make a movement possible from xing 形 [ f i n i t e forms] towards shen 神[infinite 
spirit]. But the shen needs somewhere to dwell in the flow of infinite time and space, 
as Xu Fuguan further explains: 
Distance {yuan) is the extension of landscape in terms of its form and concept. 
Such an extension goes along with man's perception which is shifted to 
imagination without its being aware of it. With this shift, the form and content of 
landscape directly reach emptiness and nothingness {xiiiou), from the finite 
directly towards the infinite. In the midst of the uniting process between 
perception and imagination, man can finally grasp the realm of existence which 
transcend reality. Meanwhile, such a nothingness lying at the distance of 
landscape in turn marks out the form and content of landscape, merging together 
with the universe in an undifferentiated transformation. ^ ^ 
18 Ji Cheng, The Craft of Garden, p. 43. 
19 Xu Fuguan, Zhongguo yishu jingshen, pp. 345-346. 
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And Ji Cheng's earlier advice on yuan and shen touches upon another important 
aspects. A Verandah that is tall and wide' and a 'window that give an unimpeded 
view’ exemplify that the notions of yuan and shen are connected with the creation of 
something that suggests both 'inside' and 'outside'. Since yuan and shen are not 
restricted to materialness in their meaning, the notion of 'inside' and 'outside' do not 
lie in the visual experience of physical 'interior’ and 'exterior'. In Place and 
Flacelessness, Edward Relph studies about the identity of a place: the basic quality of 
a place is the creation of an inside that is distinct from an o u t s i d e . 2 0 According to 
Relph, inside and outside is a dialectic of division, but the two can be inverted when 
we becomes the center of a sort of mental space. This mental space are arranged in 
concentric zones of decreasing interest and adherence. Since these zones are defined 
by our intentions, as our intentions vary, the boundary between inside and outside 
also moves.2l 
To conclude my reading of 'scholar hut amongst immortal mountain' in Ge Yuan 
and Jixiao Shanzhuang, I have tried to explain the emphasis of the two gardens on 
rockeries and buildings with an answer that connects them with the tension 
between the rising material culture and the traditional literati culture at that time. I 
have shown that the stereotypical composition of a scholar hut amongst immortal 
mountains broadens the meanings of rockery and main hall to a group of binary 
ideas: 
rockery (immortal mountains) and main hall (scholar's hut) / 
space and place / 
prospect and refuge / 
yuan and shen, you / 
outsideness and insideness / 
keyou and keju. 
20 Edward Relph, Place and Placelessness. London: Pion Limited, 1976, pp. 45-56. 
21 R)id. 
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From references like the art of Shitao and Ji Cheng's advice in Yuan Ye, we can see a 
tension. In the example of Xiaoxiang woyou tu, this tension fluctuates between a shift 
in vision and a change in the state of mind. And the relation between pavilion and 
mountains assumes those of a secured domain and a larger uncontrollable one. In 
Ge Yuan and Jixiao Shanzhuang, the arrangement of garden buildings and rockery 
again reflect a similar relation. While the rockery opens up an outer and larger 
domain where the owner find a prospect, the main hall allows the creation of a 
inner secure domain where he can find a refuge. This function of outer infinite 
'space' and inner secured 'place' was expressed in Ge Yuan ji by the terms 'hutian 
zichun', and in Jixiao Shanzhuang by its name 'jixiao'. While the stereotypical 
composition resonates around a group of ideas to achieve keyou and keju, these two 
elements attempt to resolve a paradox and ambiguity to uphold certain values 
between the merchants and the literati. 
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8.0 Spatial Reading Two: 
Shuttling of Mundane and Transcendent Worlds 
8.1 The Western and Eastern Portions 
Ge Yuan and Jixiao Shanzhuang are composed in two portions (Figure 8.1 & 8.2). 
For Jixiao Shanzhuang the garden is divided into two sections along the axis of the 
entrance by a twin-corridor (Figure 8.3). The two portions are similar in size but the 
spatial contrast between them is obvious. The western portion is dominated by 
double-storied buildings and covered walkways. A lake with a square pavilion in 
the middle and rockery occupy the rest of the area. The eastern portion is composed 
of two halls and rockeries laid against boundary walls. The two portions are 
connected by a covered walkway along the southern wall on the ground floor and 
by an elevated corridor. Visually they are linked by a group of windows on the 
dividing wall. 
Ge Yuan is again characterized by a paired arrangement in layout, but unlike Jixiao 
Shanzhuang it is not physically separated into two sections. Yet the western and 
eastern portions of the garden are highly different in character. The two portions are 
roughly marked by the axis of the main hall Yiyu Xuan and the lounge Baoshan 
Lou. The western portion includes the Spring Mountain, Summer Mountains and 
the lake. The rockeries inside are mainly composed of Taihushi. And its paths are 
wider and views are more open. The eastern portion comprises the Autumn and 
Winter Mountains, the smaller hall Toufeng Louyue and a pavilion. More huangshi 
and xuanshi are used for its rockery. Its buildings are smaller and normally for more 
private purposes. The paths are more concealed and views are narrower. Although 
the two portions are visually linked, they are connected only by inconspicuous 
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routes: two small paths on both sides of Yiyu Xuan and the elevated covered 
corridors on Baoshan Lou. 
To modern scholars, it is rather uncommon that the two gardens preferred a paired 
layout and abandoned the traditional multiple spatial cells layout, which is 
considered by many to be the main characteristics of scholar gardens. In the 
Wangchuan scroll by Guo Zhongshu, individual scenes of the garden are treated as 
'episodes'. Various episodes of a narrative are arranged sequentially through the use 
of linked mountain motif that form 'space cells' (see Figure 2.1). The album leaves of 
Wen Zhengming's Zhuozheng Yuan 拙 政 園 also depict individual garden views 
in serial (Figure 8.4). Thus at any vantage point in the garden, a visitor sees a static 
view as in an album leaf, but as he moves along the planned path the scenery 
changes as it does in a scroll.l These concepts of space and movement have given 
rise to the designation by Chinese garden designers of two main garden types: those 
in which the garden is viewed from a certain fixed positions and those where 
dominant impressions are gained while one is walking through the g a r d e n . 2 
A Suzhou garden is characterized by the division of the garden into different 
individual zones separated by garden walls, rockeries, buildings, and corridors. The 
main section is often centrally located, with secondary ones on the periphery. In 
creating a sense of place, there are several advantages in organizing the garden into 
more or less defined sectors. It provides liberty in arranging different scenic views. 
People are exposed to special experiences that impress them with the illusion of 
touring a vast space. It also allows the garden scenes to be concealed and disclosed 
gradually in well-conceived manners. Adorned with its own characteristic theme, 
the individual zones can highlight various garden aspects. The primary objective of 
planning a scholar garden is summarized by Stewart Johnston as an integrated 
1 Murck, Alfreda and Fong Wen, A Chinese Garden Court, p. 30. 
2 Chen Congzhou, Shuo Yuan, p. 1. 
83 
design in the placing of objects to organize space and movement. This interaction of 
objects-space-movement in a garden creates a strong sense of place and occasion. In 
this process, the objects are normally the main hall and its attendant scenery of 
water and rockery. And the arrangement of spatial enclosure and pathway routes 
lay down the order and patterns of movement which linked and penetrated every 
part of the garden.3 
But Ge Yuan and Jixiao Shanzhuang were layout in a different way. They are not 
divided into a sequence of discrete courtyards to be linked by openings and 
corridors. And they do not have large scale composition of mountain and lake as 
major scenery. Instead both gardens are characterized by an arrangement into 
western and eastern portions. The question is: Why did the two gardens use paired 
layouts? One logical reason is that their sizes are too small to allow multi-cell 
layouts to be used. But there are apparently some other gardens composed in 
multiple spatial cells that are not larger than the two gardens. Or it could be a 
limitation imposed by the original garden. Ge Yuan was built upon Shouzhi Yuan. 
And it is likely that Jixiao Shanzhuang occupies an abandoned garden, as by the 
time of Qianlong, land was so scare in the New City that wealthy people had to 
built their gardens outside the city. The original location of the main hall and 
rockery could affect the layout of the new garden if the owner simply follow the 
original layout with slight modifications. But Huang had never mentioned the 
original layout of Shouzhi Yuan in Ge Yuan ji, and it is unlikely that he simply based 
his garden on Shouzhi Yuan. For He Zhizhou, he spent thirteen years to build Jixiao 
Shanzhuang and he could not just follow the layout of an original garden. 
Ge Yuan and Jixiao Shanzhuang are not unique in using a paired layout. There are 
examples of earlier garden having two major and equal portions. According to 
3 Johnston, R. Stewart, Scholar Gardens of China, p. 74. 
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Yushan zhu, the garden had forty-nine scenes located in two portions: Half of the 
gardens was occupied by water and rocks, and the other half by houses, flowers and 
trees. The entrance to the garden was situated in between the two portions. In two 
of the garden paintings by the Yangzhou artist Yuan Jiang 袁江 ( a c t i v e ca. 1680-
1730), the gardens Dong Yuan 東 園 and Zhan Yuan 瞻 園 both appear in two 
portions. And based on a spatial reading of Dong Yuan, and the manipulation and 
symbolism found in Ge Yuan and Jixiao Shanzhuang, I will argue that a layout in 
two portions in fact have a special meaning. 
8.1.1 The Influence of Yuan Jiang's Painting of Dong Yuan 
Yuan Jiang painted the scroll Dong Yuan Shenggai tu 東園勝概圖 in 1710 which 
provides an accurate portrait of the garden (Figure 8.5 & 8.6). Yuan Jiang was a 
native painter of Yangzhou and worked in the city from 1690 to 1746. He is known 
nowadays by his achievement to paint 'palaces and buildings' with great attention 
to details.4 He was accorded with little esteem at his time because the theme of his 
paintings was considered by the Qing literati to be the province of the craftsmen. 
But Yuan Jiang was a rather popular artist to the local people including merchants 
and officials, judging from the enormous amount of his production.^ Besides 
painting immortal paradise like the Peach Blossom Spring (see Figure 2.2 & 2.3), Yuan 
also produced paintings of actual garden. Dong Yuan was owned by Qiao Guozhen 
喬 國 植 and was located outside the eastern area of the city.6 The garden, built in 
1710, was recorded in Yangzhou Fuzhi 揚州府志 which includes two yuanji by 
4 Yuan Jiang's paintings of gardens are discussed in Richard Bamhart, Peach Blossom Spring. 
pp 104-118, and Nie Chongzheng, Yuan fiang yu Yuan Yao. Shanghai: Renmin Meishu 
chubanshe, 1982. Other works of Yuan Jiang are included in Yang Yongyuan, Sheng Qing 
Taige Jiehua Shanshui zhi Yanjiu. Taipei: Taipei City Art Gallery, 1987, and James Cahill, 
"Yuan Jiang and His School," in Part I, Ars Orientalis, V, 1963, pp. 259-72; Part II, V, 1966, pp. 
191-212. 
5 See Richard Bamhart, Peach Blossom Spring, p. 104. Richard Bamhart believes that Yuan 
Jiang was the leader of an atelier comprised of Li Yin (active 1694-1707) and the Yuan 
family, and this group of professional painters were active in Yangzhou for about seventy-
five years. It is estimated that there are several hundred paintings by the Yuan family. 
6 See Zhu Jiang, Yangzhou yuanlin pinshanglu, p. 228. 
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Wang Shizhen 王 士 _ and Song Luo 宋 攀 and Dong Yuan bayong shi 
東園八詠詩 by Cao Yin 曹寅.7 Dong Yuan was the favorite visiting place of Cao 
Yin, and according to his poems, the beauty of the garden had certainly impressed 
him. In Wang Shizhen's yuanji: 
Guanglin was known to be a place of beauty since ancient times. This garden was 
far away from the city, and enclosed by forests and clear waterways. Where it is 
high, mountain is formed, and where it is low, lake is created. All the mountains 
across the river are visible from where one is seated. Precious animals and plants 
are found in abundance inside the garden. 
In the scroll, Dong Yuan was built in a countryside with a river around. The garden 
is composed of two equal portions: the eastern and western portions. The viewing 
the scroll from left to right corresponds to the direction of the touring path. A bridge 
in the east leads to the entrance of the garden {a). The eastern portion is crowded 
with various elaborated buildings of lounges and pavilions. At the center is the 
main hall {h) which links the entrance areas with the opposite courtyards. The hall is 
opened to view a large courtyard in the south which is an ideal place for a theater 
{c). At the back is a smaller courtyard with table and seating {d). Bamboo trees give 
a natural barrier to the northern boundary. A walkway connects the hall to the 
courtyards within each are its own plants and pavings. The walkway also 
penetrates the western portion of the garden. The main components of this portion 
are the lotus lake (e) and the large artificial mountain composes of yellow stones {f). 
Apparently in the painting there is a contrast between the eastern and western 
portion. Because the touring of the garden proceeded along the eastern courtyards 
towards the west, the lake and mountain became the climax of the whole 
composition. On top of the mountain is a ting {g) which provided a view to the 
distant area of Pingshantang. There is an obvious tension created among the eastern 
portion which is this worldly and the western portion which resembles an 
7 Yangzhou Fuzhi [Gazetteer of Yangzhou]. 1810 edition, 30: 318- 319. 
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immortals land. It seems that the artist was fascinated by the presence of the 
mundane and transcendent worlds in one garden. 
8.1.2 The Lands of Immortals 
Yuan Jiang's image of Dong Yuan gives an illumination to the reading of Ge Yuan 
and Jixiao Shanzhuang as gardens composed of two equally important but 
contracting sections. In the western portion of Jixiao Shanzhuang, the focus is on 
Shuixin Ting which is a symbolic 'Xiaofanghu'. Fanghu, Fenglai and Yingzhou are 
the three fabled isles of immortals in the Eastern Sea. And so Xiaofanghu is a 
representation of the immortal island. For Ge Yuan, its Summer Mountain in the 
western portion represents, according to Shitao, the dongtian [cave-heaven] where 
the immortals live. Thus in both gardens, a transcendent theme is found on the 
western portions. 
In the literati tradition, scholar's retreat is commonly mingled with the ideal of the 
immortal's realm, and eremiticism and xian [immortals] imaginary are often closely 
connected. For example Wang Wei's Wangchuan tu [Wangchuan Villa] and Lu 
Hong's Caotang shizhi tu 草堂十志圖 [Ten Views from a Thatched Hut] are 
accompanied by poetry alluding to immortality and transcendental themes.8 And 
many of the painter famous for their personal retreats also painted immortals' 
realm.9 In paintings of immortal land, particular features are often introduced to 
intensify the impression. These features include palatial buildings, which seem to 
represent the dwelling places of immortal beings rather than of mortal recluses; 
men playing chess or music, as if no longer concerned with worldly endeavors; 
prominent pine trees, symbolic of longevity; beautiful women; deer or gibbons; 
gourds, associated with Daoist adepts; and other conventional immortality symbols 
8 More examples about immortality in Chinese landscape paintings are found in Susan E. 
Nelson, "Intimations of Immortality in Chinese Painting of the Fourteenth Century," in 
Oriental Art, 1987, pp. 275- 290. 
9 Two examples are Li Gonglin (1094-1106) and Wang Meng (1310-1385). 
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like peach trees and cranes. Yet the landscape in itself could express the exaltation 
of the xian ideal. Paintings of immortals land were as well favored in the context of 
Qing Yangzhou, as shown in the paintings of the local artists Yuan Jiang and Yuan 
Yao. In Yuan Jiang's painting of immortals palaces, they were depicted as high 
pavilions and terraces adrift in dreamlike isolation. Yuan's image conveys a tone of 
luxury and pleasures which is the opposite of a hermit's life. In his scroll Han Palace 
and Autumn Moon, the garden evolves around the atmosphere of the immortal land 
and the mundane world (Figure 8.7). But Yuan Jiang's dreamlike image could be 
base upon a local villa. !• Even Ji Cheng has noted in the chapter on building that a 
good garden design should evoke the feeling of the land of the immortals: 
Interesting pavilions and finely wrought gazebos should be built here and there 
among brightly colored flowers; many storied towers and lofty buildings should 
rear up above the clouds. Different prospects will appear and disappear 
inexhaustibly; an unending springtime will hover about your garden. Clouds will 
drift by beyond your threshold; water will flow through the mirror of you pool. 
The colors of the hills cannot be washed away, and the cries of cranes are wafted 
to your ears. The whole area, a natural work of art, will resemble Yinghu, the land 
of the Immortals. H 
To many literati Tao Qian's Peach Blossom Spring represented simply a peaceful 
eremitic ideal, but in fact it was strongly tinged with an air of transcendence. 
Garden as paradise which is a popular subject in Chinese painting became an image 
of the literati's ideal. And so the image of sacred mountains where the immortals 
lived entered the design of garden as well.l2 
But if there was a general favor of immortal theme, why not using it for the entire 
garden of Ge Yuan and Jixiao Shanzhuang? The reason might be found in a curious 
handscroll Dreaming oflmmortality in a Thatched Cottage by Tang Yin (Figure 8.8). 
10 A brief analysis of Han Palace and Autumn Moon is found in Richard Bamhart et al, The 
fade Studio. New Haven: Yale University Art Gallery, 1994, pp. 192-193. 
n Ji Cheng, The Craft ofGarden, p. 65. 
12 Keswick, Maggie, The Chinese Garden, pp. 35-37. 
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The composition is divided into two parts. The right side of the scroll shows the 
dreamer in his cottage, surrounded by dense clumps of trees and solid rock masses. 
Asleep and reclining against a low table, he dreams of becoming an immortal. To 
the left is an etherealized version of the dreamer suspended in the void. The dream 
image is relaxed and freely floating in mid-air. The faint hills in diluted ink wash 
serve as background to the dream image. This pictorial composition finds its echoes 
in the paired layouts of Ge Yuan and Jixiao Shanzhuang. Like the painting which 
has a deliberate tonal contrast between the world of the dreamer and the world of 
his dream, the two portions of the gardens have strong spatial contrast. But the 
painting celebrates the freedom of the spirit in moving between these two states of 
existence. Its dreamscape is perceived in ambiguity: the distant hills can be really 
present, or they can suggest receding forms perceived by the floating man. In this 
sense there is no radical break between the dreamer and his dream world. The 
spiritual freedom symbolized by the dream image does not claim a transcendence 
beyond the world as immediately perceived. At the upper left corner of the scroll is 
a poem by Bo Juyi (772-864): 
In a moment of leisure, leaning against the desk, with books as pillows, I sleep. 
I dream of entering the gourd- another heaven opens up. 
It seems to be the very Face of Formlessness and Voicelessness 
The true secret of the Great Return is being passed on. 
In this poetry the idea of 'a world within a gourd', huzhong tiandi 壶中天地, 
implies both limits and limitlessness. The apparent contradiction reflects the quest 
to be in and of both worlds, a means to bring heaven down to earth. In the painting 
the artist still affirmed the union of contraries in a journey of the spirit linking the 
dreamer's physical reality to his dream of immortality. And a person could move 
back and forth between the state of immortality and normal life.l3 As portrayed in 
13 This painting by Tang Yin is analysed by Li Wai-yee, "Dream Visions of Transcendence 
in Chinese Literature and Painting," in Asian Art Vol. III No. 4,1990, p. 56. 
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Zhuang'zi, the transcendence sought was to become a true man, zhenren and an 
immortal, xian: 
In the distant Guyi Mountain dwells a divine being. His complexion is pure as ice 
and snow, and he has the gracefulness of a virgin. He does not feed on the five 
grains. Wind and dew constitute his sustenance. He rides on clouds, reins in flying 
dragons, and roams beyond the four s e a s . l 4 
The immortal is therefore basically otherworldly. But this idea of immortal became 
increasingly this worldly in the Qin and Han dynasties. When the emperors sought 
the elixir of immortality, they were longing for the indefinite prolongation of life 
and worldly happiness. In many accounts Daoist paradises are said to be abound 
with gold, precious stones and beautiful women. But in order to reach that realm 
the aspiring Daoist trains himself in austerity and abstinence. The Daoist lofty man 
is therefore a curious mixture of the mundane and the magical.l5 This paradox is 
captured in spirit by Tang Yin (1470-1523) in his painting. 
A Ming or Qing scholar garden is often described or even criticized to be an 
enclosed site, a separate world in closed vessel hutian)6 In a similar but more 
complicated way the two portions of both gardens should be read as in continuity, 
rather than separated from each other. And the two continuous portions of Ge Yuan 
and Jixiao Shanzhuang, like the continuous setting of the dream figure in Tang Yin's 
scroll which is read to be both of this world and of the dream world, enable the 
garden owners to be removed from ordinary experience yet potentially continuous 
with it. 
14 Zhiiangzi. Chapter 1: Xiaoyao You. Translation quoted from Li Wai-yee, "Dream Visions 
of Transcendence in Chinese Literature and Painting," p.56. 
15 Li Wai-yee, "Dream Visions of Transcendence in Chinese Literature and Painting," p.52. 
16 The concept of Chinese garden as hiitian has been investigated in Wang Yi, Yuanlin ye 
Zhongguo wenhua, and in Stein, Rolf A., The World in Miniature. Translated by Phyllis Brooks. 
California: Standford University Press, 1987, pp. 54-76. 
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8.1.3 Inversion 
In the study of prospect-refuge theory. Jay Appleton also introduced a special type 
of balance created by the phenomenon of inversion. It involves the intrusion of one 
kind of symbol into a situation which we should normally think of with another 
kind. If the upper part of a landscape is normally suggestive of prospect and 
therefore associated with distance, openness, light, and panoramic, while the lower 
part associated with the symbolism of refuge, the representation of one of those area 
in terms of an alien symbolism would constitute an inversion.^^ A similar theme of 
inversion is found in the garden composition of a Yangzhou garden Zhan Yuan 
(Figure 8.9). In Jixiao Shanzhuang, the two portions are planned as inverted images 
to each other, recalling the composition in Zhan Yuan. Some possible inversions are 
listed below: 






stillness out of movement movement out of stillness 
Boundary condition: 
While the western portion has contained boundary, those of the eastern portion is 
permeable. Boundary walls of the western portion are thickened and project 
inwards to form Hudie Ting and the elevated corridors. They have well defined 
corners by turning corridor. For the eastern portion two of the boundaries have 
rockeries laid against white walls. These walls, like the unpainted portion in a 
landscape scroll, are read as receding void. And the corners are softened by the 
continuous rockery and a small pavilion. At night the corridors of the western 
17 n^id.,p.l37. 
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portion are lit to remain solid in appearance, but the walls of the eastern portion 
vanish in darkness, and thus the day time boundary condition still applies. 
Activity: 
The western portion is an active and public setting where banquets and theater are 
held. The eastern portion is a quiet and private place to cultivate literati activities. 
Spatial character: 
In spatial terms, the western portion is inward looking and the eastern portion 
outward looking. The pavilion Shuixin Ting acts as the center of attention 
overlooked by the covered walkway on the boundary. The upper corridor allow 
aerial views to the garden. The feeling of containment is created by the two-storied 
buildings and walls on the periphery. With the main hall located at the center, the 
eastern portion is outward looking to the rockery and permeable wall (or void). 
Water is the main natural element in the western portion and rockery in the eastern 
portion. While the water is calm like a mirror in the western portion, implying 
stillness out of movement; the floor of the eastern portion is laid in wave-like 
pattern, implying movement out of stillness (Figure 8.10 to 8.12). The notion of 
inversion is also contributed by the begonia shaped window on the dividing wall as 
mirror creating 'inverted’ imagery. Inversion functions to intensify the spatial 
contrast between the two portions, which represent the two realms of this 
worldliness and otherworldliness. In fact the private and quiet eastern portion 
composed of permeable boundary is like the dreamer's cottage in Tang Yin's 
Dreaming ofImmortality in a Thatched Cottage (Figure 8.8), which allow movement 
(the dreamed figure in the air) out of stillness (the dreaming figure). 
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8.1.4 Smallness and Largeness 
Scale is a means towards ambiguity in Ge Yuan and Jixiao Shanzhuang. The 
interplay of smallness and largeness as a theme in a garden is suggested by the 
Qing scholar Shen Fu: 
In laying out gardens, pavilions, wandering paths, small mountains of stone, and 
flower plantings, try to give the feeling of the small in the large and the large in 
the small, of the real in the illusion, and of the illusion in the reality. Some things 
should be hidden and some obvious, some prominent and some vague. Arranging 
a proper garden is not just a matter of setting out winding paths in a broad area. 
This is the way of showing the small in the large: In an unused corner plant some 
bamboo, which will quickly grow, then plant some luxuriant plum trees in front to 
screen it. 
This is the way to show the large in the small: The wall of a small garden should 
be winding and covered with green vines, and large stones decorated with 
inscriptions can be set into it. Then one is able to open a window and, while 
looking at a stone wall, feel as if one were gazing out across endless precipices. 
Here is a way to show the real amidst an illusion: Arrange the garden so that 
when a guest feels he has seen everything he can suddenly take a turn in the path 
and have a broad new vista open up before him, or open a door in a pavilion only 
to find it leads to an entirely new garden. 18 
Shen Fu's advice is one of the basic approaches to scholar garden planning: Large 
space of a garden is divided into small areas, then many devices are used to make 
the small spaces look large and interesting based on proper juxtaposition of 
contrasting and complementary qualities in shapes, forms, colors, textures, and 
spaces, like large and small, solid and void, open and closed, near and at a distance. 
The use of contrast seeks to achieve a psychological effect that dramatically 
intensifies the artistic presentation and inspires the viewers' curiosity to discover. 
In Ge Yuan, Baoshan Lou is oversized. It is the largest construction in the garden 
with two stories and seven bays. This makes the Taihushi mountain adjacent to it 
appears to be smaller and further away when it is viewed from the pavilion. But 
18 Shen Fu, Six Records ofa Floating Life. Translated by Leonard Pratt and Chiang Suihui. 
Penguin Books, 1983, pp. 60-61. 
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building in large scale could also be an ostentatious act. In Qing time, building size 
was controlled by the numbers of bays and strict rules were applied to residential 
buildings according to the status of the owner. Thus, building of a larger size was a 
symbol of power and social status. Nevertheless, some buildings are often sized to a 
smaller proportion to increase spaciousness of the garden. In Wangshi Yuan the 
buildings around the central lake are scaled to become smaller in order to give an 
impression of a larger lake. In Jixiao Shanzhuang, Shuixin Ting in the western 
portion is oversized to denote its importance, but the pavilion standing on the 
rockery in the eastern portion is scaled smaller and so increases the spatial depth 
between the hall and the boundary. 
The manipulation of scale is also an important device in Chinese painting. And the 
perception of smallness and largeness is affected by the notion of yuan, or distance, 
as well. In landscape painting a distant mountain is depicted to be smaller than the 
nearer mountain. The idea of smallness and largeness in painting and poetry have 
an important role in shaping the literati's attitude on the perception of Chinese 
garden. In both paintings and gardens the relation between smallness and largeness 
is polar like those of yin and yang. In the Chinese tradition, yin and yang are not 
dualistic principles of light and dark, male and female, where each term excludes its 
opposite. But yin is always growing to become yang and vice versa. Yin and yang are 
polar terms that "express the mutuality, interdependence, diversity, and creative 
efficacy of the dynamic relationships that are deemed immanent in and valorize the 
world."l9 Yuan Ye also mentions the magic of smallness and largeness to provoke an 
image of the immortals' land in a passage about mountains beside ponds: 
To have mountains situated beside a pool is the finest sight in a garden. Perceived 
both to be small and large, it is an even finer spectacle. You may set stepping-
stones in the water or build a flying bridge across from the mountain side. Caves 
19 David Hall and Roger Ames, "The Cosmological Setting of Chinese Gardens," 
forthcoming in Studies in the History ofGardens and Designed Landscapes. 
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and fissures may be concealed within the mountain, running right through the 
cliffs or leading down to the water. The shimmering mountain tops let the 
moonlight through and gather the clouds. Never say there are no Immortals on 
earth, for this is a fairy-land in the world of men.20 
According to Ji Cheng, the notion of smallness and largeness is not limited to a 
meaning of size but 'a smaller layout roughly formed is able to evoke a total v i e w . ' ^ l 
The 'total view', daguan 大觀，can be an imaginary mountain out of a rockery, or can 
be the vastness of the universe to be wandered about. 
Similar to Ji Cheng's idea of smallness and largeness, the manipulation of scale in 
the two gardens denote not only the interplay of contrasting physical characteristics 
in a garden. They are intended to be operated in polarity, as creative devices to 
allow people to shuttle between 'the large, the vague, the hidden and the 
illusionary' otherworldliness and 'the small, the obvious, the prominent and the 
real’ this worldliness. 
8.1.5 Jiejing [Borrowed View 
In Ge Yuan and Jixiao Shanzhuang a layout in two portions facilitates a common 
skill in Chinese garden: jiejing 借景,or borrowing views. In Yuan Ye, the principle 
of the art of Chinese garden is given as: "The skill of designing gardens lies in 
interdependence and borrowing and their excellence lies in their suitability and 
appropriateness."22 Borrowing view is normally understood as the visible outcome 
of an intentional designer to construct a certain relation between vantage points and 
some scenic elements.23 This kind of understanding is based on a perceptual model 
which emphasizes on the visual qualities of a garden. But Zhang Jiaji argues that 
borrowing view is part of the aesthetic experience, and ''jiejing is definitely not 
20 Ji Cheng, The Craft ofGarden, p.l09. Hardie translates ruodai ruoxiao as 'when the 
mountains vary in size'. 
21 ^id., p. 53. Alterations to Hardie's translation. 
22 Jbid., p. 39. 
23 See Johnston, R. Stewart, Scholar Gardens of China, p. 75. 
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merely a means of spatial composition but is an important way of thinking in the 
artistic creation of garden."24 According to him, borrowing view is the result of the 
relationship between qing 个青[sentiment] and jing 景 [ s c e n e r y ] , an encounter 
between the self and the landscape. Zhang's expression about the encounter of self 
and landscape is also a main issue of the contemporary philosopher A. Berleant in 
his study of the relation between art and experience in the philosophy of aesthetic. 
Berleant proposes a 'participatory model' of aesthetic which states that landscape as 
an aesthetic object is neither purely subjective nor purely objective, but experiential. 
It involves the interaction of subject and object which is reciprocal in nature. He 
remarks that: "In this view the environment is understood as a field of forces 
continuous with the organism, a field in which there is a reciprocal action of 
organism on environment and environment on organism and in which there is no 
real demarcation between."25 In fact this encounter of self and landscape is found in 
a lot of literary works, for example, Tao Qian's famous poem Yin Jiu 飲酒 [ O n 
Drinking Wine], 
I have built my hut within men's borders. 
But there is no noise of carriage or horses. 
If you ask how this is possible: 
When the heart is remote, the place becomes like it. 
As I pluck chrysanthemums beneath the eastern fence, 
I leisurely {youran) see the southern mountains. 
The mountains' aspect is fair at close of day; 
The flying birds return in flocks. 
In this there is a true idea. 
But when I would express it, I forget the words.26 
This 'seeing' of the southern mountains from the eastern fence is between intention 
and accident in an extremely natural and elegant sentiment {youran 悠然).When 
24 Zhang Jiaji, Zhongguo zao yuan lun, Taiyuan: Shanxi renmin chubanshe, 1991, p. 130. 
25 See Berleant, A. "Aesthetic Participation and Urban Environment," in Urban Resources, 1, 
1 9 8 4 , p . 3 8 . 
26 Tao Qian, from the fifth of his Yin ]iii poems. Translation in A. R. Davis, Tao Yuan Ming, 
p. 96. Alteration on the translation of youran. 
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we try to borrow a view in Ge Yuan and Jixiao Shanzhuang, we should first think of 
Ji Cheng's advice: 
Making use of the natural scenery {jiejing) is the most vital part of garden design. 
There are various aspects such as using scenery in the distance, near at hand, 
above you, below you, and at certain times of the year. But the attraction of 
natural objects, both the form perceptible to the eye and the essence which touches 
the heart, must be fully imagined in your mind before you put pen to paper, and 
only then do you have a possibility of expressing it c o m p l e t e l y . 2 7 
Ji Cheng uses literati paintings to illustrate an garden making approach that relied 
on the transference of one's emotion to the objective world: 
The depths of your imagination should be full of pictures, and your feelings 
should overflow into hills and valleys. 
If you have the real thing within you when you make the imitation, the imitation 
that you make will become r e a l . 2 8 
For Ge Yuan, views of the huangshi rockery can be 'borrowed' from the Taihushi 
rockery, but the rockery is itself a view to be borrowed from the top of the huangshi 
rockery (Figure 8.13 to 8.15). This allows an interborrowing between the two 
portions. For Jixiao Shanzhuang views are interborrowed between the two portions 
by means of a combination of windows and winding corridors. In the western 
portion scenery of the eastern portion are borrowed through the begonia-shaped 
window on the twin-corridor. By borrowing views of contrast from the other 
portion, a tension is created when the viewer is within either portion, and implies 
the contesting two realms in the garden (Figure 8.16 & 8.17). But the views 
borrowed are not just visual, nor to give an illusion of a larger space in a small area. 
27 Ji Cheng, The Craft ofGarden, p. 121. 
28 Jbid., p. 106. 
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8.2 Symbols of Continuity 
8.2.1 Entrance Sequence 
The two gardens have similar entrance sequences: 
Confined passageway > moon-shaped door Opened up space towards two 
paths 
> Long and narrow views of gardens Major space 
Before entering, the garden visitors must first go through a narrow corridor. The 
sense of entering is highlighted by a moon-shaped door with the garden name 
placed above. The circular door also provides a glimpse of the garden. After 
entering, space opens up slightly towards either the western or eastern portions, 
which gives a choice of touring route. The preference for a choice of touring path 
instead of a simple controlled route is further suggested by two long views into 
each portion at the same time (Figure 8.18 to 8.21). The entrance arrangement 
abandons the usual way of disclosing views of important spaces sequentially to 
create a sense of mystery. The creation of this entrance sequence in Jixiao 
Shanzhuang was so apparent that another entrance was added to the north to 
complete the sequence, while the southern entrance was used to connect to the 
house (Figure 8.22 to 8.25). A satisfactory explanation to this preference of showing 
major spaces simultaneously at one location near the entrance is that, the two 
portions of the garden are assumed to be presented in equal importance and 
balancing each other. 
8.2.2 A Bridge Across Two Realms 
In portrayals of immortal lands, the linkage between immortal realm and mundane 
world is often symbolized by bridges. Bridges as linking device can be found in 
Gong Xian's (1619-1689) painting Landscape and Wen Jia's (1501-1583) Immortals' 
Mountains and Pavilions (Figure 8.27 & 8.28). Both of them are composed in two 
separate spaces: an imaginary land was depicted at the top and the real world was 
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pictured in the foreground. In Landscape, the mysterious roofed corridor winding 
around the center of the mountain is like a bridge that links the lower 'real world’ 
and the upper 'immortal land’，but its entrance is inaccessible to the viewer. These 
roofed corridor and buildings placed high in a misty mountain are meant to be the 
mansion of the immortals. This bridge analogy appears again in Ge Yuan: the two-
storied building Baoshan Lou connects the western and eastern portions with its 
covered verandah (Figure 8.26). Like the bridge in Gong Xian's scroll, Baoshan Lou 
spans between 'mountains' and its entrance is hidden by large rockeries. The image 
of Baoshan Lou in the form of a bridge is strengthened by its linearity, narrowness 
and extraordinary length. In this sense Baoshan Lou acts like a hanging bridge 
spanning between the two portions which further symbolizes a free movement 
between the two realms of this worldliness and otherworldliness. 
The bridge analogy appears in Jixiao Shanzhuang as the elevated walkway which 
again connects the two portions of the garden. The prominent presence of the 
elevated walkway suggests that it shooed be read not just as a simple garden 
touring route. The entrance to the walkway at the eastern portion is again hidden 
among rockeries. In the western portion the walkway is sloping and winding. And 
when it is raining, cascade of water flows down a rockery under the elevated 
walkway, resembling the bridge spanning over a water cascade in those images of 
immortal lands (Figure 8.29). The elevated walkways also function well as long 
exhibition galleries to display the owner's collections of calligraphic works and 
handscrolls by famous artists (Figure 8.30). Serving both the interest of literati and 
the role of impressing visitors with its elaborated construction, the elevated 
walkway attempts to 'bridge' across the merchants and literati cultures in both 
literal sense as well as symbolic one. 
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8.2.3 Pavilion, ting 
The linkage between two portions in a garden can also be symbolized by a pavilion, 
or ting 孕.O n the one hand, the linkage is allowed by the symbolic bridge through 
a suggestion of kexing [able to walk], and on the other hand, the linkage is achieved 
by a pavilion through a suggestion of kewang [able to look at]. Without any wall a 
pavilion emphasizes the spatial continuity of two separated portions by providing a 
viewing position to both sides of the garden. In Ge Yuan the pavilion Qingyi Ting is 
strategically located in between the Summer and Autumn Mountains to allow views 
of both rockeries (Figure 8.31 & 8.32). In Jixiao Shanzhuang, while the pavilion 
Shuixin Ting is located inside the western portion, it gives a view of the eastern 
portion through the begonia-shaped window on the twin-corridor. 
8.2.4 Boat-like Hall 
The main halls of both Ge Yuan and Jixiao Shanzhuang are constructed as simian 
ting 四 面 廳 which are opened on four sides with lattice windows and doors. They 
are built in a north-south orientation and located particularly to view the main 
scenic elements of rockeries and lakes. However in many gardens, halls are only 
opened on the front and back such as Baishi Xuan 拜石軒 [ B o w i n g to the Stone 
Hall] in Yi Yuan 个台園，which are known as hehua ting 荷花廳 ( F i g u r e 8.33 & 8.34). 
The interior of this lotus lobby’ can be divided by partitions into two halves to 
become a twin-hall of yuanyang ting 鴛鸯廳 such as Wufeng Xianguan 五峰仙館 
[Five Peaks Immortals' House] in Liu Yuan 留園 ( F i g u r e 8.35) and Toufeng Louyue 
in Ge Yuan (Figure 8.36). The advantage of a twin-hall is illustrated by the main hall 
Ouxiang Xie 藉香樹 [Lotus-root-fragrance Pavilion] of Yi Yuan. Located adjacent to 
the central pond, its northern part commands the view of the lotus on water in 
summer, and its southern part named Chuyue Xuan 働月軒 [ H o e i n g on the Moon 
Hall] is intended to be inhabited in winter from where one looks at an irregular lake 
stone rockery with peonies and lacebark pines. 
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For a four sides opened hall, apart from being a viewing hall offering a panoramic 
of the garden, it is also an important device as a mediator of two scenic cells (Figure 
8 3 7 to 8.40). The famous Yuanxiang Tang 遠香堂 [ D i s t a n t - f r a g r a n t Hall] is 
planned in Zhuozheng Yuan as a means to divide and connect at the same time the 
entrance and the major part of the garden (Figure 8.41). All four sides of the hall 
have built-in tall windows which open to different views. To the north of the hall is 
a platform with a panoramic view of a mountain and lake composition. This is the 
main part of the garden and depicts the Immortars islands. To the south is a yellow 
stone rockery and a pond which conceals a direct view of the garden gate (Figure 
8.42 to 8.44). To the east is an earthen hill piled with yellow stones and the Xiuqi 
Ting 織綺孕 [ E m b r o i d e r e d Silk Pavilion]. To the west is the Yiyu Xuan 倚 玉 軒 
Leaning on Jade Hall]. The hall was probably an addition constructed in the late 
Qing.29 And Yuanxiang Tang is not mentioned in Zhuozheng Yuanji., even though it 
is now the main hall of the garden. The hall is not only an indoor viewing place but 
act as a double-screen device to divide and connect the two different parts of the 
garden, a 'threshold' leading visitors from the entrance to the Isles of the Immortals. 
This notion of a threshold is given by the full-height glass panels which greatly 
increase the transparency of the view behind before entering the hall. The side 
panels also give a wider panoramic across the hall. In this way the viewing of the 
simian ting is primarily towards one direction and not on its four sides. 
In Ge Yuan, the main hall Yiyu Xuan is also located between the entrance and the 
northern portion of the garden. But it divides rather than connects the two parts. 
Inside the hall the views to the four directions are: 
29 Chen Congzhou, Zhongguo tingtang: ]ianhnan pian. Hong Kong: Joint Publishing Co. Ltd., 
1 9 9 4 . p . 2 0 . 
101 
MWl^ ^^ ~^^ ^^ ^^ BnnMMMMWBlMMWWWMMMlMMBMMnBWWBmmMmWMmBMWBnBMBOWmWBnMmBM—lllilil lilill WiffMMmWVr^ "'" 
south: Spring Mountain and moon gate 
north: lake and double-storied Hutian Zichun 
west: bamboo 
east: part of Autumn Mountain 
Although the Summer and Autumn Mountains are the main compositions in the 
garden, only part of them are visible inside the hall. But to the south is the whole 
composition of the Spring Mountain. In other gardens, main halls are normally 
located and oriented to look at the best scenery of mountain and lake. Thus Yiyu 
Xuan is a device screening a direct view of the Summer Mountain and Autumn 
Mountain from the entrance area (Figure 8.45 to 8.48). 
In Jixiao Shanzhuang the main hall is located at the center of the eastern portion. Its 
views to the four directions are: 
south: Moudan Ting 
north: rockery piled on boundary wall 
west: twin-corridor 
east: rockery piled on boundary wall 
Without any significant view to look at, the openness of this simian ting serves other 
intention apart from being a viewing place: it connotes a boat in the middle of 
water. On the columns before its door is a couplet by Li Zhongyu 李鍾豫, " T h e 
moon is the host while the plum blossom is the guest; the flowers are the walls of 
the house and the boat is the home."(月作主人梅作客，花為四璧船為家） 
The image of a boat-like hall is reinforced by the paving made up of cobbles and 
tiles in wave pattern. The hall echoes the couplet and is like a boat sailing towards 
the Lands of the Immortals (square pavilion Xiaofanghu) in the western portion. Yet 
the image of the boat is not limited to the fisherman boat that leads to Taohua Yuan, 
but the huafang 畫 肪 in Shou Xihu which brings sensual enjoyment as well (Figure 
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8.49 & 8.50). Thus it is a symbolic vehicle which shuttles between the mundane and 
the transcendent worlds. 
8.2.5 Twin-corridor 
In Jixiao Shanzhuang the two portions of the garden are divided by a twin-corridor-
- a corridor that is divided into two parts by a wall with tracery windows. The use 
of a twin-corridor in a garden often implies a need to demarcate two distinct areas 
and yet providing a visual and physical link. It also adds to the spatial depth as the 
visitors walk across the corridor looking at different sceneries. While an open 
corridor can also divide two compartments, a twin-corridor adds to the notion of 
'here and there' and implies the equal importance of the two sides. It is often 
included as a main element in a garden. In Canglang Ting 搶 浪 亭 there is a long 
winding twin-corridor on the boundary adjacent to a river which links the water 
outside with the rockery inside. The twin-corridor in Yi Yuan is based on the one in 
Canglang Ting and divides the garden into the western and eastern portions. Its 
potential of creating alternative views is not explored (Figure 8.51 & 8.52). It is only 
in Jixiao Shanzhuang that the ambiguity of a twin-corridor between a divided 
corridor and a thickened wall is taken advantage of. On the western side the 
corridor joins with the building on the perimeter which emphasizes its 'elevation' 
property. On the eastern part, it appears as a winding corridor. Thus the 
contradictory role of a twin-corridor to separate and to connect the two portions is 
highlighted (Figure 8.53 & 8.54). 
8.2.6 Walls and Windows: Cave Openings 
There are two types of windows on the walls in Jixiao Shanzhuang and they are 
positioned to perform different tasks. The open windows kongchuang are usually 
picture windows to frame views. They are located particularly to borrow scenery. 
The lattice windows normally used as screening devices between two different 
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compartments. The pattern on the window emphasizes the surface quality which 
provides a contrast with the spatial depth of the views. On the dividing wall 
between the western and eastern portions, there is only one open window in the 
shape of begonia among other lattice windows acting as screens (Figure 8.55 to 
8.57). The kongchuang is deliberately centered on the axis of the square pavilion to 
borrow views in both directions: it allows a view of the western portion when one is 
entered through the moon-gate, and provides a view of the eastern portion when 
one is seated in the pavilion Shuixin Ting. 
Windows and walls are also devices to strengthen the main concept of shuttling 
between two realms. Kiyohiko Munakata draws a parallel between the immortals' 
land and the spatial arrangement in garden. On the painting The Dwellings of 
Immortals by Qian Xuan (ca. 1235-1307) is inscribed a poem composed by Liu Quan 
(1270-1343): 
The immortals fly riding 
a palanquin of blue clouds. 
Playing at the Eight Poles 
which soar over the expansion of void. 
The divine mountains, distant and faint, 
where are they? 
Just wishing it, they 
are all on the Fanghu island. 
How could the painter in his daily life 
have access to such scenes? 
He must have learned it in a dream 
and drawn it after waking. 
A trace of man's tread often leads 
to the places of wood-gatherers or fisherman. 
The worlds of immortals and ordinary men 
are separated by no more than a thin film. 
Enlightenment and delusion, although different in flavor 
how far are they apart? 30 
30 Quoted in Munakata, Kiyohiko, "Mysterious Heavens and Chinese Classical Gardens," 
Res XV 1988, pp. 61-88. 
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Many literati like Liu Quan believed that the world of immortals is only a 'thin film’ 
away from this world. In a garden the walls between two divisions are often 
perforated by windows to give a glimpse of the neighboring world. Munakata has 
observed that these walls are the 'thin films' in between two dongtian, through 
which the immortals can freely move. Open corridors in a garden are 'porous walls'. 
This screen like purpose of the walls is enhanced by the shape of the windows as 
images of caves. They create the impression that the views seen through them exist 
inside a magical world.31 The open corridors running across contrasting areas 
which are often arranged in zigzag manner can offer shifting views of the garden on 
both sides. This is like passing along a border between two completely different 
worlds.32 The lattice partition inside a hall, as in Wufeng Xianguan of Liu Yuan, 
allows the view of the opposite room to be seen as the world of immortals through 
its shape of a cave-gate.33 The complex passage in large gardens is like a maze and 
keeps opening into new spatial units. This intense experience is said to be a means 
to look for what the immortals would achieve in their movement into and out of the 
various worlds.34 
The dividing wall as a screen between the eastern and the western portions of the 
two gardens under study is also achieved by the change of the look of the wall 
during the day. As the sun shifts the wall is cast with different patterns and its 
solidity changes. At sunset water reflection appears on the wall. The outlines of the 
lattice-work are lit up in silhouette on the bright side and hiding the view behind it, 
but on the other side under shadow the lattice-work becomes subtle and allowing 
the view across to be seen more clearly. 
31 ftid.,p.70. 
32 ^ i d . , p . 7 5 . 
33 Md., p . 76. 
3 4 n ^ i d . , p . 8 2 . 
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8.3 Shuttling 
As shown in the earlier sections, the layouts of Ge Yuan and Jixiao Shanzhuang in 
two major and equal portions allow me to further read the gardens as paradoxes of 
two conflicting worlds. Similar to Yuan Jiang's image of Dong Yuan, while the 
eastern portions of the two gardens suggest settings of mundane world, their 
western portions are reflections of Immortals Land. But unlike Dong Yuan, which 
suggests a linear movement towards a certain symbol of immortality like the huge 
artificial mountain composed of huangshi. the two portions are spatially more 
continuous and are strongly connected to each other. The two gardens should not 
read as symbols of immortals lands, nor read as journeys towards immortality, but 
settings of this worldliness and otherworldliness always in contest. The 
penetrability and continuity facilitate a shuttling between the two realms. This 
shuttling is achieved through careful planning in placement of garden components, 
and by certain symbolic features such as bridge-like building, boat-like hall and 
twin-corridor. 
This co-presence of and shuttling between two worlds inside one garden, however, 
reflects to a certain extent the garden owners' aspiration— to juxtapose opposing 
realms that nevertheless admit seamless transition. Although both Ge Yuan and 
Jixiao Shanzhuang are connected with the idea of transcendence and immortality, 
they are at the same time responding to a contradictory need of an increasing 
demand for better material enjoyment. Both layouts of Ge Yuan and Jixiao 
Shanzhuang are marked by a rational approach and a materialistic trend in social 
taste. In this sense they are not unlike the other merchants' gardens in providing a 
place for the members of the family to relax and play, and for the ladies who were 
living at the rear of the house to pass their time, and must cater for socializing 
events such as performance of theater. It is thus a place for private activities and 
social gathering as well. The increasing demand of the merchant for better 
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enjoyment and living added more buildings in a garden which serve mainly 
garden-living and enjoyment. But in a garden, instead of integrating the 
accommodations for various functional needs in a massive building complex, 
smaller sized buildings in group composition were generally used. These buildings 
are found in the two gardens being studied, such as Yiyu Xuan, Baoshan Lou and 
Hudie Ting are halls for holding of banquets and entertaining guest; Shuixin Ting is 
for staging theater; Miju Lang is for recitation and composition of poems; Toufeng 
Louyue, Congshu Lou and Shengyue Lou are studios for painting and reading, and 
the Summer Mountain is a grotto for chess-playing and chatting. With all these 
practical facilities, the two garden became places of enjoyment for both elegant and 
mundane activities. On the one hand, they were designed to encourage the quest for 
transcendence, on the other hand, they were considered as earthly paradises for 
those who enjoyed living inside them. The desire for a shuttling between two 
contrasting realms recalls a comment made by the modern scholar Yu Ying-shih 
余 英 時 on Daguan Yuan 大觀園, "Successful as he was in creating a Pure Lang 
that existed in the realm of the ideal, Cao Xueqin was deeply aware of the 
impossibility to disconnect this Pure Land from the filthy world of reality. Not only 
is such disconnection impossible, but actually the two worlds are forever closely 
integrated, and any attempt to view them as separate entities and to interpret each 
of them in isolation must result in failure to grasp the novel's internal c o h e r e n c e . " 3 5 
I share with Yu's concerns of reading Honglou Meng that, seeing only the 
transcendental side of Ge Yuan and Jixiao Shanzhuang is to ignore a significant 
shaping force of the material culture on these two gardens. 
35 Yu Ying-shih, Honglou Meng de liangge shijie [The Two Worlds of the Dream of Red 
Chamber]. Taipei: Lianjing chuban shiye gongsi, 1978, translated by Diana Yu on p.273. 
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9.0 Spatial Reading Three: The Pursuit of Elegance 
9.1 Bamboo: A Symbol of a Gentleman 
M Ge Yuan ji an explanation is offered as to why the garden was named the 
'Bamboo Garden'. It is simply because Huang Zhiyu himself liked bamboo, which 
reminded him the virtue of a gentleman. To him, "When a gentleman looks at 
bamboo, he thinks of his virtues out of a cultivation. Bamboo is hollow inside, when 
a gentleman looks into it, he thinks of his own kindness. Its straightness and 
uprightness are like a gentleman's mind and deed. It is not just green in winter and 
colorful in summer, but is beautiful as a gentleman."^ And the word ge is used 
because it looks like a cluster of bamboo leaves in typical traditional Chinese 
paintings. Looking at the yuanji it is apparent that Huang was rather conscious of 
the symbolic meaning of a bamboo, if not too eager and ostentatious to illustrate his 
fondness of bamboo by repeating what was already well known to the literati. In 
fact, as early as the time of the famous scholar Bai Juyi 白居易,b a m b o o has been 
the symbol of gentleman. Bai Juyi remarks in Yangzhuji 養竹言己[A Record of 
Growing Bamboo] that: 
A bamboo resembles a gentleman, and why is it so? Bamboo, stiff with its root, 
represents the cultivating of virtues, and when a gentleman sees its root, it 
reminds him that kindness is built upon something unshakable. Bamboo, straight 
in its stem, represents the establishing of character, and when a gentleman sees its 
stem, its reminds him that loyalty is based on uprightness..…Thus gentlemen often 
grow bamboo in their gardens.^ 
The gentlemanly virtue that a bamboo symbolized was so deep-rooted among the 
literati that it was in fact unnecessary for Huang to explain again in the yuanji. It 
1 Liu Fenghao, "Ge Yuan ji," quoated in Zhu Jiang, Yangzhou yiianlin pinshanglu, p. 124. My 
translation. 
2 Bai Juyi, "Yangzhuji," quoted in Wang Yi, Yuanlin ye Zhongguo wenhua, p. 157. 
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seems that his emphasis on the motif of bamboo is not taken just at its face value. In 
fact the concern of the symbolic meaning of a bamboo was articulated in a way to 
reflect his own interest in both merchants and literati. 
9.1.1 The Influence of Zheng Xie: Bamboo and qinggao [Loftiness]. 
Although in Ge Yuan ji Huang only mentioned the association between bamboo and 
a gentleman, there could be other reasons that contributed to his interest in bamboo. 
The art of Yangzhou Eccentrics focuses on the literati subject matter of the 'Four 
Gentlemen': the plum blossom, bamboo, chrysanthemum and orchid. They were 
rather popular in Yangzhou during the time of Qianlong. Zheng Xie limited himself 
to paint mostly bamboo. When Zheng Xie settled in Yangzhou, he earned his living 
by selling paintings. Zheng was popular among both circles of literati and 
merchants with his calligraphy and bamboo paintings. But it seems that bamboo 
was significant to Zheng not solely on its resemblance of a gentleman's virtue. In an 
inscription The Bamboo and Rock, he depicted his garden Shihu Yuan 十窃園 . 
Arranged with a minimum amount of bamboo and rockery, his little garden could 
deliver much pleasure; 
In a garden being small as ten hu, and narrow as one courtyard, groups of bamboo 
are planted and a rockery is piled. There is not much area in this garden and thus 
cost only a little. But there are sounds among the wind and rain, there are shades 
during the sun and moon, there are sentiments along with poems and wines, and 
there are companies within leisure and boredom. This is not only because I love 
the bamboo and rockery, and the bamboo and rockery like me as well. People 
constructed gardens with their wealth. But they traveled a lot to many places and 
cannot enjoy their gardens. And I like to visit the mountains and lakes, but cannot 
make the trip instantly. Thus there is nothing compared to a delicate scenery 
inside a room. Because it is rich in sentiments, and looks new all the timeP 
In this passage Zheng is not too keen on the symbolic meanings of bamboo and 
rockery, but he rather shows that bamboo and rockery could be sources of beauty in 
3 Zheng Banqiao ji. Shanghai: Shanghai guji chubanshe, 1979, pp.168-169. 
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its own sense. Appreciated in different time and weather, in various activities and 
moods, the sounds and shades of bamboo and rockery in his garden provided 
Zheng with sentiments and company. It is possible that the components of bamboo 
and rockery in Ge Yuan are in fact attempts to capture various sentiments like those 
in Zheng's garden. The ability of the scenery to induce sentiment is also the main 
concern in a poem Small Garden inscribed on a painting where Zheng described his 
Yangzhou garden: 
Moonlight, harsh and clear, floods the high pavilion. 
The night still young, the wicket gate is half-open. 
A lantern moving among trees announces the guest's arrival; 
Smoke rises from the bamboo in answer to my call for tea. 
The dog barks now and then at the falling of autumn stars; 
Gusts of wind disperse the sad sounds of a distant flute. 
Rapt in talk, we sit till the dawn slowly comes up. 
As brightly-colored clouds and cool dew overspread the green moss.4 
Yet in Shihu Yuan, Zheng was aware that the simple elements of bamboo and 
rockery were enjoyable because they opposed to those extravagant gardens of large 
area and expensive cost. His emphasis on the smallness of the garden in the name 
shihu was articulated to announce his own virtue of qinggao 清高，or loftiness. In a 
scroll Lanzhu shi tu 蘭竹石圖 [ O r c h i d s , Bamboo and Rock] Zheng inscribed: 
A few stalks of bamboo, a few orchids. 
Fear not the storm of spring, dread not the autumn frost. 
Drifting, drifting, far out in the clouds of blue. 
Mount Xiang in the clouds. Mount Wu in a dream. 
I give this to you, sir, but do not look upon it as a painting. 
The brushwork is casual (qingxian 清閑),the ink too is casual. 
Of late I've been too miserly to respond to requests for my paintings. 
But there are intentions in my writing, implications in my words. 5 
4 n^id., p. 104. Translation from Sunflower Splendor, co-edited by Wu-chi Liu and Irving 
Yucheng Lo. New York: Doubleday, 1975, p. 487. 
5 n^id., p. 166. Translation from Richard Bamhart, et al., The Jade Studio, pp. 224- 225. 
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Zheng resigned from an official as magistrate of Weixian in Shandong in 1753 to 
oppose the district authorities' ineffectiveness to aid victims of famine. Zheng's 
bamboo in cjingxian brushsworks implies his own loftiness and leisure state of 
official unemployment in an ironic flavor (Figure 9.1).6 In another poem Zheng's 
response of selling bamboo scrolls to the wealthy class is expressed: 
Failing in poetry, I study calligraphy: 
Failing in that also. I study painting. 
Selling it each day for a hundred cash. 
It takes the place of ploughing and sowing; 
In fact, it saves me from indigence and need. 
But I call it style and elegance {fengya 風雅). 
Now I've escaped all appointments and meetings. 
And begging for official favor. 
The clean air blows through my house. 
And no horse or carriages crowd my gate7 
To Zheng Xiefengya 'style and elegance’ and qingxian were the only armor left to 
him to spite his Vulgar' merchant-patrons, whose money bought his art but 
wounded his pride. 8 And his bamboo paintings were sold to merchants as principal 
weapons to announce his own loftiness. 
9.1.2 The Invention of Taste: From ziran to ya 
Clunas argues that in the late Ming the disposition of garden features was regarded 
as an essentially artistic activity, and this attitude continued into the Qing. And in 
the artistic activity of building a garden, the concern of ziran 自然 or naturalness, 
became more and more important among literati. 9 According to Clunas the quest 
for 'hills and valleys' was one of the key responses to the enmeshing of garden 
6 Richard Bamhart, et al.,The Jade Studio., pp. 224- 225. 
7 Quoted in Vito Giacalone, The Eccentric Painters ofYangzhoii. New York: China L:istitute in 
America, 1990, p. 21. 
8 Fong Wen, "The Time of Qianlong, 1736-1795," p. 14. 
9 Clunas, Craig, Fruitful Sites, p. 165. 
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landscape in the restless, competitive social world in the late Ming.lO For example 
the Ming scholar Xie Zhaozhe expresses that: 
The Yizhou Garden of Master Wang Shizhen has a rock over thirty feet high, such 
that the city gate was demolished to effect its entry. This is very close to excess..... 
The constructions of the men of old can be known by their extreme naturalness 
{ziran). This is not like the rich and noble families of today, who do no more than 
contest for massive splendors. 
Foppish great merchants do not fail to enjoy the delights of terraces and torrents, 
but these are not preserved. Narrow-minded vulgar officials devote themselves to 
building and ornamenting in order to amuse themselves, yet most of what they do 
is hateful— there are no hills and valleys in their breasts..... H 
In late Ming the construction of lavish and exquisite gardens required the support 
of people like landscape designers and skilled craftsmen, and the art of garden 
became the intellectual pursuit of some of China's best-known scholars like Wen 
Zhenheng, Ji Cheng and Li Yu. They produced the finest treatises on the art of the 
garden to elaborate on the meanings of 'elegance' as opposed to Vulgarity'. And 
Zheng Xie was certainly not alone in his battle against the vulgar wealthy class. The 
poet Li E 厲鶴 ( 1 6 9 2 - 1752) wrote a poem Dongyesu Nanzhuang 冬夜宿南莊 [ € ^ 1 a 
Winter's Night Lodging in Southern Villa] to record a visit to a garden owned by 
Ma Yueguan and Ma Yuelu: 
I have bitterly liked bamboo and plum flower for all my life. 
On the western river I worked to plough fields growing with moss, 
I traveled to the northern land where the 'two friends' are lacking. 
And with dust on my cloth and nothing else I return. 
When I arrive I once again go to the house of Hanjiang, 
I go out the city wall in a doudy and windy evening. 
While there are crowds of guests visiting Nanzhuang, 
There are plenty plum trees and groves of bamboo as in the old days. 
Among thorny forest is a thatched hut. 
At midnight of a long night. 
Bamboo sways in its ten thousands leaves among wine and green lighting, 
10 n)id., p. 75. 
11 Xie Zhaozhe, Wiiza zu [Five CoUected Offerings]. Quoted in Clunas, Craig, Fruitful Sites, 
p. 75. 
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Plum flowers blossom in a few branches among poems and scented 
inkstones, 
Seems like on the western river of eighteen li, 
The floating moon is chasing the beginning of spring. 
And comes the abrupt sound of river and rain among the bamboo. 
With the shadow of plum flowers casting on the window screen. 12 
Again the motifs of bamboo and plum flower are considered by Li E not simply as 
symbols of a gentleman, but weapons to maintain his own loftiness when he 
returned from the North and had to seek refuge in his patron's garden. With this 
literati's obsession of bamboo in mind, it is not surprised to find that 'transportation 
ofbamboo' is the subject of Wang Hui's (1632-1717) handscroll in 1698 (Figure 9.2). 
But in the course of the struggle against vulgarity, it seems that there was a shift of 
emphasis from naturalness, ziran, in the late Ming to elegance, ya, in the time of the 
Qing. And the motifs of bamboo and plum flowers in a garden announce the 
owner's attitude as opposed to vulgarity. Jn fact the connection of the garden 
owner's loftiness and these motifs was so strong that obsessions were often resulted. 
Zheng Xie has described the significance of plum flowers to Chen Jingzhai 陳 敬 齋 
in Meizhuangji 梅莊言己[Record of Plum Flower Garden]: 
Jingzhai is obsessed by the plum flower. Those he plants in his house become his 
close company. His resort in the countryside has old plum trees several mou in 
area, which eams the name 'Plum Flower Garden’. And plum flower is what he 
likes. For the plum trees in his garden, some are old as a hundred years, next 
comes seventy or eighty years old, and the youngest of them are twenty or thirty 
years old. The plum trees have branches that are strong like steel bars, and they 
curl like a crawling dragon. In fact the plum trees are the closest company to 
Jingzhai. For those which has fallen, he replants again; and for those which has 
weakened, he strengthens. For those having too few branches, he added more; 
those having too many, he trims. If their roots become exposed, he adds soil to 
nourish. If their branches become too long, he strengthens with wooden sticks. 
And so the plum trees grow and seems enjoying in itself. They flourish to thank 
their master's kindness. Jingzhai once chopped off the branches of other trees to 
give a plum tree support, and it gets the qi (vital breath) and lives. With their 
12 Li E, "Dongyesu Nanzhuang," in Jiangdu xuan xuji [Appended Gazetteer of Jiangdu 
County]. 1811 edition, 10: 10. My translation. 
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branches crossing and their leaves touching each other, the plum tree embraces 
another tree. This is like when qi arrives, it becomes shen (spirit) and further 
transforms. In the shiny springtime when the plum flower flourishes, the owner 
carries a roll of paper for writing poems, arranges wine bottles and tea cups in his 
garden. He goes either alone to capture the spirit, or accompanies the guests to 
share the joy. Poems and lyrics are written as gifts and compliments each other. 
The writings thickens, among groups of wine cups. In the chilling nights when 
snow covers inside and outside his house, the master wanders and cannot get to 
sleep because he wonders that the plum trees are freezing like himself. In the 
morning when the plum trees are brightened up by reddish clouds, they appear 
smiling and intoxicated. And the plum trees call their master to share the morning 
warmth. And so who can tell whether the master and the plum trees are one or 
two? On one rainy night of lightning and thundering, the master got up, dressed 
himself, and carried a lantern to look around until dawn. And when he saw his 
plum trees were in good shape, he was gratified. Can all these behaviors of the 
master be out of ostentatiousness and inautheticity? The owner's obsession is 
explained by what is not explainable. 13 
The bamboo in Ge Yuan is a symbol of elegance to the owner, not unlike what poet 
Su Shi expresses in his celebrated lines: 'Dining with no meat, one becomes thin, but 
dwelling without bamboo one can become vulgar.’ In choosing a popular subject 
like the motif of bamboo with mythical significance and historical associations, the 
owner broadened the concept of his garden into a place where high culture and 
popular culture could meet on a middle ground. And so Huang's ostentatious 
repetition in the yuanji about the bamboo resembling a gentleman, that the 
straightness of a bamboo stem represents uprightness, and its tendency to sway in 
the wind without breaking reflects a gentleman's flexibility particularly in times of 
adversity, was meant for the wealthy class to be his own manifestation of loftiness 
and elegance. 
13 Zheng Xie, Meizhuangji [Record of Plum Flower Garden]. Quoted in Zhu Jiang, 
"Yangzhou Yuanlin pinshang xulu," in Yangzhou shiyuan xuebcw, 1985, no. 4, pp. 119- 128. 
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9.2 Gardens of the Ma's Brothers: Xingan and Xiaolinglong Shanguan 
Ma Yueguan ,馬日琼 ( 1 6 8 8 - 1755) and Ma Yuelu ,馬曰珊 ( 1 6 9 7 - after 1766) were 
the owners of the two gardens Xingan 行庵 [ G a r d e n of Temporary Retreat] and 
Xiaolinglong Shanguan /」\玲瓏山館 [Li t t le Translucent Mountain Cottage]. The 
famous Ma's brothers were cultured and refined salt merchants, also known as 
scholars and poets, collectors of art and antiquities, bibliophiles, and also generous 
patrons of artists and scholars. According to Yangzhou Huafanglu, Cheng Mengxing's 
程 夢 星 garden was named Xiao Yuan 條園 [ B a m b o o Garden] because Ma 
Yueguan's has given the bamboo as a gift to Cheng.l4 lt seems that Huang Zhiyu 
bought Ma's Brothers' garden and another one adjacent to it which he named 'Ge 
Yuan, was paying respect to someone as famous and influential as the Ma's Brothers 
of his time. Alternatively, by following their footpath in building gardens of social 
and cultural significance, Huang was seeing himself as part of the culture 
represented by the two brothers. I will first explain the significance of Xingan and 
Xiaolinglong Shanguan in the local context, and further examine the garden of Ge 
Yuan in connection with these two famous gardens. 
Xingan, a small garden of no more than five mou, was located outside the city near 
the Tianning Temple 天寧寺.The garden was noted for the austerity of its decor 
and the simplicity of its architecture. A literati gathering inside the garden in 1743 
was recorded in a painting The Ninth-Day Literary Gathering at Xingan, which is now 
a work of great interest to many modern scholars (Figure 9.3).15 The preface of the 
painting by Quan Zuwang's 全袓望 ( 1 7 0 5 - 1755) reads: 
Going out of its gate, a distance of no more than a few hundred paces, all one can 
see are the yellow dust and the sullied water, arousing feelings of disgust. But 
once one arrives within this place one feels the calm of hills and woods. On the 
14 Li Dou, Yangzhou huafanglu, p. 345. 
15 The scroll, by Fang Shishu and Ye Fanglin, is analyzed in F. W. Mote, "The Lntellectual 
Climate in Eighteenth-century China," pp. 17- 55, and in Vito Giacalone, The Eccentric 
Painters of Yangzhou, pp. 18-19, 31-32. 
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double nine day in the eighth year of Qianlong the Ma brothers assembled 
fourteen members of their poetry society to make an offering to the spirit of Tao 
Qian.l6 
He then goes on to say that, 'today the empire is at peace and enjoys high 
prosperity, so those of us who are devoted to literature and learning can enjoy them 
to the full, in complete tranquillity.'^^ From this preface and the images in the 
painting, which convey a peaceful and reclusive atmosphere, it seems that the 
garden was a world apart from the bustling city close by. And so, it is tempting to 
read this garden within a literati framework, in a search for the ideals in Peach 
Blossom Spring of Tao Qian. But Frederick Mote offers a further insight to this 
seemingly spiritual impression: 
The painting and its prefaces can, at one quite valid level of its meaning, be read 
as a statement setting the ideals of this group of rich men, and the poetry 
association whose gathering is depicted, quite apart from all modes of vulgar 
excess. The focus on refinement at the very least establishes a reason for this 
gathering and, it may have been hoped, no other reason need be sought. 
My point however is that more than rejection of Yangzhou merchant vulgarity, 
and possibly more than mere detachment from politics is evident here: a clear note 
of disaffection, more than mere detachment from politics, may be the thread 
running through the lives of these persons. 18 
ln the time of Qianlong, the Manchu empire was at its height: the imperial power 
was well established, the territory of the state was the largest China had ever seen, 
and there was peace and order within the realm. Social stability and economic 
prosperity at that time cultivated a sense of well-being. And wealthy merchants 
such as Ma Yueguan could obtain imperial favor: he was privileged to go to the 
capital to offer felicitations to the emperor's mother, after Qianlong emperor visited 
the city in his first tour. And thus the social climate was marked by a prevailing 
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desire to maintain the given order, even one that was less than perfect, and not the 
overturning of it. Wen Fong even calls Qianlong's Yangzhou ’an earthly paradise’， 
where the scholars-artist's alienation and eccentricity could still be enjoyed. But the 
intellectual climate in Yangzhou was also threatened by the character of the 
Qianlong emperor. For example, the literary inquisition of Qing government tamed 
the literati's political and social thought and turned their effort towards evidential 
studies of ancient texts or pursuits of rank and wealth. And the behavior of 
Qianlong on his southern tour added bitterness to those who had to entertain him. 
He had looked around the gardens of his hosts and had indicated certain items that 
he would be happy to receive for his Imperial Villa, such as two rockeries in the 
famous Jiufeng Yuan 九峰園 [ G a r d e n of Nine Peaks]. And Xingan was included 
into his Temporary Palace after his second tour. 
And thus Mote regards Quan's praise of the Qing dynasty as 'no more than the 
requisite formal obeisance, not his genuine sentiment' and possibly, was expected to 
be read by his friends as a gesture of cynicism. 19 To the members of the gathering, 
Xingan meant more than a conspicuous spending or a socializing space. Using the 
garden as a place for the collection of antiques, books and art, and as a house for 
many guests including artists and scholars, the garden owner's role could be a 
serious collector and preserver of the literati tradition. I agree with Mote's reading 
of the painting that the garden bears symbolic meaning, and the owner of the 
garden together with his literati friends, 
found in this garden a way to maintain their commitment to their cultural values 
in a time when those were threatened... The garden's wall permitted their 
temporary retreat from a sullied world. They could neither flee from it entirely, 
nor express their resentment against it openly. In deeply felt and subtle ways, they 
sought to maintain their self-respect through shared rituals of truth and b e a u t y . ^ O 
19 Tbid., p. 47. 
20 rbid., p . 55 . 
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Huang's admiration of the Ma's brothers has a symbolic meaning. He ranks as the 
top of the cultivated merchants— on the one hand, he was intimidated by the 
imperial government, but on the other hand he was proud of his disassociation with 
the vulgar wealthy class. In Ge Yuan the frequent literati gatherings and banquets 
being held were not simply socializing, but were likely to be in the spirit of Ma's 
Brothers' literati gathering in Xingan, especially when the threat to the salt 
merchant's fortune was getting apparent in the time of Emperor Jiaqing. 
9.2.1 The Metaphor of kanshan, Seeing Mountain 
Xiaolinglong Shanguan was built in the time of Emperor Yongzheng. The garden 
was originally named Jienan Shuwu 街南書屋 [ L i b r a r y on the South of a Street]. 
The name Xiaolinglong Shanguan was originated from a Taihushi rockery in the 
garden, which was famous for its translucent quality. There were altogether twelve 
sceneries in the garden: Kanshan Lou 看山樓 [ S e e i n g the Mountain Lounge]; 
Hongyao Jie 乡工葯階[Red Peony Steps]; Miju Lang 覓句廊 [ F i n d i n g Words 
Corridor]; Shiwu 石屋 [ S t o n e House]; Toufeng Touyue Liangming Xian 
透風透月兩明軒[Wind and Moon Penetrate and Two Brightly Lounge]; Tenghua 
An 藤花庵 [ I v y House]; Qianyao Jing 淺药井 [ F r e s h Peony Well]; Meiliao 梅 寮 
[Plum Blossom Cottage]; Qifeng Caotang 七峰草堂 [ S e v e n Rockeries Cottage]; 
Congshu Lou 叢書樓 [Literature Lounge]; Qingxiang Ge 清響閣 [ C l e a r Sound 
Lounge] and Xiaolinglong Shanguan. Located in the New City, Xiaolinglong 
Shanguan was famous for its holding of lavish poetry gathering and banquets. Li 
Dou wrote: 
Every time there is a poetry gathering a table is placed in the garden. Arranged on 
the table are two pens, an inkstone, a water filler, four sets of books, a poetry 
literature, a tea pot, a bowl, and two boxes of fruits and other foods. When the 
poems are written they will be sent for printing, while amendments can still be 
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made within three days. And they will be sent to everywhere in the city. In every 
gathering the wine and foods are exquisite.21 
The garden also included a private library Congshu Lou, which had the finest 
collections of rare books, paintings and calligraphic masterpieces, and was said to 
be the best north of the Yangtze. It seems that Huang was impressed by the fame of 
the garden. Before Ge Yuan was built, he already owned Xiaolinglong Shanguan. 
Yet he replicated in Ge Yuan some of the famous spots: the two-storied lounge 
Baoshan Lou resembles Kanshan Lou (Figure 9.4 & 9.5); the small hall Toufeng 
Louyue comes from Toufeng Touyue Liangming Xuan; and the original Miju Lang 
and Congshu Lou are again features in Xiaolinglong Shanguan. And both gardens 
were famous for their rockeries. But unlike those gardens in Hangzhou, there is no 
famous mountains for viewing in Xiaolinglong Shanguan. And so what does the 
name Kanshan Lou mean. And why did Huang replicate a similar building in Ge 
Yuan? The scholar Xu Yongxi 徐 用 錫 has written a record of the Kanshan Lou in 
Xiaolinglong Shanguan: 
.....Although I am uncultivated, I like viewing mountains for leisure. Ma's 
Brothers' house is famous for its banquets and entertainment, but pleasing scenery 
is lacking, and how can one enjoy viewing mountains in their garden? And so I 
ask where is the mountain for viewing. Fujiang smiles and says: Across the river, 
any mountain scenery is vague like cloud and mist, and imagery is all we can 
have. I replies: How true are your words! In viewing a mountain seeing its shape 
is not so good as seeing its imagery. If one thinks of seeing a mountain when he is 
viewing a mountain, he can see only the mountain within his sight, and is 
bounded by its shape. If one sees a mountain for its imagery, his spirit meets with 
those of the mountain and therefore seeing something that transcends its shape. 'If 
one could not see the genuine Mountain Lu, It is because he is seeing within the 
mountain itself.’ It will be what the form-seekers get. 'I pluck chrysanthemums at 
the eastern hedge. Seeing the Southern Mountain easily.’ It will be what the 
imagery-seekers get 22 
21 Li Dou, Yangzhou huafanglu, p. 180. 
22 Xu Yongxi, "Kangshanlou ji “ [Record of Seeing the Mountain Lounge], in Jinchuan xuan 
xuzhi, 14:13-16. 
119 
The mountain that could be seen in Xiaolinglong Shanguan were in fact an imagery 
of a mountain, if not a mental construction. And seeing mountain' became a 
metaphor to express the garden owner's aspiration. In this way Kanshan Lou recalls 
the well known lyric Yin Jiu [On Drinking Wine] of Tao Qian. Viewing mountain is 
an important element in the garden of the acclaimed scholar Siam Guang 司；馬光， 
the Duluo Yuan 獨樂園 [ G a r d e n of Solitary Pleasure]. His Jianshan Tai 見 山 臺 
Terrace for Seeing the Mountains] is described in Duluo Yuanji: 
The city of Luoyang is not far from the mountains, but owing to the dense and 
flourishing growth of the woods, it is seldom possible to see the mountains; 
therefore I constructed a terrace in the middle of the garden, and put up a building 
on top of it in order to get a view of Wanan, Huanyuan and even as far as Taishi 
mountains, and I named this The Terrace for looking at the M o u n t a i n . 2 3 
Again the terrace comes from Sima Guang's admiration for Tao Qian. The famous 
Ming master Qiu Ying 仇英 ( 1 4 9 4 - 1552) has depicted the garden in great artistry 
(Figure 9.5). In a study of this handscroll, Ellen Johnston Liang argues that the 
Terrace for Seeing the Mountains has a special meaning to Sima Guang: 
From the Terrace for Seeing the Mountains, Sima Guang looks back upon the 
history he has specifically outlined in his garden references, and through which 
metaphorically he has traveled. He sees himself as a part of the historical 
continuum, of past, present and future, and looks out over the eternal rivers and 
mountains..... although the purpose of the Chinese garden may be primarily to 
provide a place of refuge from worldly concerns, complete escape is impossible, 
for the presence of buildings with views outside the garden to distant mountains 
and rivers, and in turn, their ordered historical connotations and associations with 
the past, inject Confucian content.....24 
By designating the largest building in Ge Yuan as Baoshan Lou, which is inspired 
by the Kanshan Lou in Xiaolinglong Shanguan, Huang reflected his own admiration 
of Ma Yueguan and Ma Yuelu, but it is more likely that Huang was in fact 
23 Sima Guang, "Duluo Yuan ji “ [Record of the Garden of Solitary Pleasure], translation 
quoted from Ji Cheng, The Craft of Garden, pp. 123-125. 
24 EUen Johnston Liang, "Qiu Ying's Depiction of Sima Guang's Duluo Yuan and the View 
from the Chinese Garden；' in Oriental Art, 33, 4,1988, pp. 375-380. 
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fascinated by the metaphor of 'seeing mountain' that resonates in the well known 
lyric of Tao Qian and the famous garden of Sima Guang. And the mountains for 
viewing from Baoshan Lou can be read in two ways. For the form-seekers, they can 
be the two rockeries of Summer Mountain and Autumn Mountain on its sides. And 
for the imagery-seekers, they are not unlike those viewed from Xiaolinglong 
Shanguan. 
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10.0 Concluding Remarks 
Yangzhou in the Qing presents one of the most attractive social and cultural 
atmosphere for artistic activities. The city gathered the richest people in the empire, 
who functioned as active patrons, as well as some of the most talented artists like 
the Yangzhou Eccentrics and Shitao. Although these people have uncommon 
backgrounds, they have one common interest: the gardens. In fact in Qing 
Yangzhou gardens were so popular that they must have significant meanings to 
these various groups. Yangzhou garden, as we have seen in the earlier part of the 
study, was an essential component in the material culture of that time. But why 
merchants were anxious to build their own garc^ens. I have given a number of 
possible explanations connected to the social and cultural context of that time. To 
the wealthy class gardens are products of wealth and the materialistic trend in 
social taste can be seen in the building of a grandiose garden. They are conspicuous 
consumption and ideal places for enjoyment which include practical facilities to 
satisfy the daily living requirements of the owner. They reflect part of the new 
attitudes towards luxury, extravagance, private comfort, and enjoyment that 
resulted from the tremendous economic growth. Yet gardens are not only places for 
private comfort but social gatherings as well. We have seen that Yangzhou gardens 
function effectively to enhance the social status of their owner. Therefore they are 
the identifying mark of social and economic change in Qing China. 
I have attempted to analyze two extant gardens Ge Yuan and Jixiao Shanzhuang in 
a number of spatial readings. From these readings we can see that the two gardens 
are not merely conspicuous consumption, nor simply retreats of the literati. The 
thread that links the three readings of the gardens is the shuttling between 
mundane and transcendent worlds. It is a shuttling resulted from two contradictory 
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attitudes and motivations: on the one hand, a concern for power, status and wealth, 
and on the other hand, a need for a temporary retreat from a vulgar world. While 
the walls of the two gardens allow a temporary retreat, the masters and their guests 
could neither escape from the vulgar world completely, nor could they express their 
oppositions to it openly. While both consciously and unconsciously, their mind 
shuttles between spiritual and mundane concerns, their gardens which were like 
portraits of their mind, again shuttle between otherworldliness and this worldliness. 
And so the two gardens reflect a culture that is too complex to be reduced to a 
concern for extravagance, enjoyment and status, although they are important 
motivations. And these motivations could not restrict the owners' spiritual concerns 
as simply a skillfully constructed mask to the former. If we ignore the evidence that 
two gardens were within a material culture connected to luxury and enhancement 
of social status, we are in fact overromanticizing the elite and wealthy class. But if 
we ignore entirely the spiritual and ethical aspects in the two gardens, we may as 
well impose a secular framework on a highly sophisticated and culturised tradition. 
As garden owners vary in the level of emphasis they give to mundane or spiritual 
concerns, we can only explore a range of possible readings to their gardens. Yet 
from a study of the gardens of Ge Yuan and Jixiao Shanzhuang we should rethink 
the commonly accepted assumptions that merchant gardens were less attractive 
than their contemporary scholar gardens in their artistic accomplishment. 
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Figure 2.1 (top) Peach Blossom Spring, 1719. Yuan Jiang (active ca. 1680-1730). Twelve 
hanging scrolls, ink and color on silk. 
Figure 2.2 (bottom) Detail. 
(From Richard Bamhart, Peach Blossom Spring: Gardens and Flowers in Chinese Paintings. 
New York: The Metropolitan Museum of Art, 1983, pl. 41). 
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Figure 3.2 The Old and New Cities of Yangzhou in the Qing dynasty based on the map in 
Jiangdu xianzhi, 1884. (From Linda Cooke Johnson, ed., Cities ofJiangnan in Late Imperial 
China. New York: State University of New York Press, 1993, p.l33) 
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Figure 4.1 (top) Location of Ying Yuan. 
Figure 4.2 (bottom) Layout of Ying Yuan based on Ying Yuan ziji. a, entrance, b, Yugou 
Caotang. 
(From Wu Zhaozhao, Duo tiangong: Zhongguo yuanlin lilun, yishu, yingzao wenji. Beijing: 
Zhongguo jianzhu gongye chubenshe, 1992, p.59 and p.64) 
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Figure 4.5 The gardens of Shou Xihu from Hongqiao to Wuting qiao. (From Chen Lifang 
and Yu Sianglin, The Garden Art ofChina. Portland: Timber Press, 1986, p. 177) 
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Figure 5.1 Map of Yangzhou city showing the locations of Ge Yuan and Jixiao Shanzhuang. 
(Original map from Chen Congzhou, Yangzhou yuanlin. Shanghai: Shanghai kexuejishu 
chubenshe, 1983) 
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Figure 5.2 Ground floor plan of Ge Yuan. (From Chen Congzhou, Yangzhou yuanlin. Shang-
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Figure 5.3 First floor plan of Ge Yuan. (From Chen Congzhou, Yangzhou yuanlin. Shanghai: 
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Figure 5.5 (top) The ‘Spring Mountain' in Ge Yuan. 
Figure 5.6 (bottom) The rockery 'Animal Greeting Spring，viewing from Yiyu Xuan. 
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Figure 5.7 Interior ofYiyu Xuan. 
Photo from Chen Congzhou ed., Zhongguo tingtang: Jiangnan pian. Hong Kong: Joint 
Publishing (Hong Kong) Co., Ltd., 1994, fig. 227. 
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Figure 5.8 The ‘Summer Mountain' in Ge Yuan. 
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Figure 5.9 (top) Heting on the Summer Mountain. 
Figure 5.10 (bottom) Viewing down from Heting to the entrance. 
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Figure 5.12 (top) The ‘Winter Mountain' in Ge Yuan. 
Figure 5.13 (bottom) Viewing from Winter Mountain to Spring Mountain through the circu-
lar window. 
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Route 1: a, Spring Mountain —> b, Yiyu Xuan 一> c, Summer Mountain 
—> d, Baoshan Lou —> e, Autumn Mountain —> f, Qingyi Ting 
—> g, Winter Mountain ——> h, Toufeng Louyue —> a 
Route 2: a —> b —> h —> g —> f —> e —> d —> c —> a 
Figure 5.14 Touring paths of Ge Yuan. (Original plan of Ge Yuan from Tong Jun, Jiangnan 
yuanlin zhi, 2nd edition. Beijing: Zhongguo jianzhu gongye chubenshe, 1984, pl.28) 
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Figure 5.15 (top) The use of sunshi in Yi Yuan. (Photo from Pierre Rambach and Susanne 
Rambach, Gardens ofLongevity in China and Japan: The Art ofthe Stone Raisers. New 
York: Rizzoli International Publications, 1987，p.99) 
Figure 5.16 (bottom) The use of Taihushi in Xiaopangu. (Ibid., p.76) 
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Figure 5.17 (top) The use of huangshi in Wangshi Yuan. (Photo from Cheng Liyao, Wenren 
yuanlin jianzhu: Yijing shanshui tingyuan yuan. Beijing: Zhongguo jianzhu gongye 
chubanshe,1992, pl.35) 
Figure 5.18 (bottom) The use of xuanshi in Jixiao Shanzhuang. (Photo from Pierre Rambach 
and Susanne Rambach, Gardens ofLongevity in China and Japan: The Art ofthe Stone 
Raisers. New York: Rizzoli International Publications, 1987，p.ll5) 
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1. moong3tG entrance 
2. twin-corridor 
3. main hall 
4. Moudan Ting 
5. Banyue Tai 
6. Shuixin Ting 
7，Hudie Ting 
8. Shengyue Lou 
Figure 6.1 Ground Floor Plan of Jixiao Shanzhuang. (From Chen Congzhou, Yangzhou 
yuanlin. Shanghai: Shanghai kexuejishu chubenshe, 1983, p.25) 
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Figure 6.2 Entrance of Jixiao Shanzhuang. 
Photo from Chen Congzhou, Zhongguo mingyuan. Hong Kong: The Commercial Press 
(Hong Kong) Ltd., 1990, p. 93. 
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Two common compositional arrangements in garden depiction by the sixteenth-century 
Suzhou artists: 
Figure 7.1 (left) Reminiscing with Xizhou, dated 1519. Tang Yin (1470-1523). National 
Palace Museum, Taipei. (From Ellen Johnston Laing, "From Sages to Revellers," in Oriental 
Art, vol. XLI no. 1，Spring 1995, pp.25-33, fig. 3) 
Figure 7.2 (right) Tea Party, dated 1531.Wen Zhengming (1470-1559). National Palace 
Museum, Taipei. (Ibid., fig. 5) 
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Paintings of New Year celebration in seventeenth-century Jiangnan simply appropriated the 
two types of sixteenth-century garden composition: 
Figure 7.3 (left) New Year's Greetings. Song Xu (1525-after 1605). National Palace Mu-
seum, Taipei. (From Ellen Johnston Laing, "From Sages to Revellers," in OrientalArt, vol. 
XLI no. 1’ Spring 1995, pp.25-33, fig. 8) 
Figure 7.4 (center) New Year's Day, dated 1632. Liu Yuanqi (c.1620-1633). National Palace 
Museum, Taipei. (Ibid., fig. 9) 
Figure 7.5 (right) New Year's Gathering, dated 1656. Yuan Shangtong (1590- after 1666). 




Figure 7.6 The only extant rockery based on Shitao's composition in Pianshi Shanfang. 
(Photo from Wu Zhaozhao, Duo tiangong: Zhongguo yuanlin lilun, yishu, yingzao wenji. 
Beijing: Zhongguojianzhu gongye chubenshe, 1992, color photo no.7) 
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The grottoes in Ge Yuan and in Shitao's painting: 
Figure 7.7 and Figure 7.8 (above) The grottoes in Ge Yuan. 
Figure 7.9 Outing to Zhanggong Cave, detail. Shitao (1642- 1707). The Metropolitan Mu-
seum of Art, New York. (From Kiyohiko Munakata, Sacred Mountains in Chinese Art. 
Urbana: University of Illinois, 1991, pl. 60) 
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Autumn mountains in Ge Yuan and in Shitao's painting: 
Figure 7.10 (left) The ‘Autumn Mountain' in Ge Yuan. 
Figure 7.11 (right) Drunk in the Autumn Woods, dated 1702. Shitao. The Metropolitan 
Museum of Art, New York. (From Richard Bamhart, Peach Blossom Spring: Gardens and 
Flowers in Chinese Paintings. New York: The Metropolitan Museum of Art, 1983, pl. 35) 
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Figure 7.12 Gathering at the Orchid Pavilion, dated 1560, detail. Qian Gu (1508- 1574). 
The Metropolitan Museum of Art, New York. (From Maggie Keswick, The Chinese Garden-
History, Art and Architecture. London: Academy Editions, 1980，fig. 75) 
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Figure 7.13 Dream Journey on the Xiao and Xiang, dated 1170. Anonymous. Handscroll, 
ink on paper. Tokoyo National Museum. (From Valerie Malenfer Ortiz, "The Poetic Structure 
of a Twelfth-Century Chinese Pictorial Dream Joumey", fig.l. In The Art Bulletin June 1994, 
pp.257-278) 
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Figure 8.1 (top) Eastem and westem portions of Jixiao Shanzhuang. 
Figure 8.2 (bottom) Eastem and westem portions of Ge Yuan. 
(Original plans of Jixiao Shanzhuang and Ge Yuan from Tong Jun, Jiangnan yuanlin zhi, 2nd 
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Figure 8.4 Leaves from the album Zhuozheng Yuan tiice, version dated 1551, Wen 
Zhengming (1470- 1559). Ink on paper. The Metropolitan Museum of Art, New York. 
Huaiyu ting (above). Xiangyun wu (center). Fanxiang wu (below). From Craig Clunas, 
Fruitful Sites. Garden Culture in Ming Dynasty China. London: Reaktion Books Ltd., 1996, 
Fig. 6, 8 and 9. 
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Figure 8.5 (top) Dong Yuan shenggai tu, dated 1710, detail. Yuan Jiang (active ca. 1680-
1730). Shanghai Museum of Art. From Pierre Rambach and Susanne Rambach, Gardens of 
Longevity in China and Japan: TheArt ofthe Stone Raisers. New York: Rizzoli International 
Publications, 1987,p. 84. 
Figure 8.6 (bottom) Copy of Yuan Jiang's Dong Yuan shenggai tu, showing the complete 
layout of the garden. (From Guo Junlun, Qingdai Yuanlin Tulu, Shamghai: Shanghai renmin 
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Figure 8.7 Han Palace andAutumn Moon in the Brush Idiom ofSheng Mou, undated. Yuan 
Jiang. (From Richard Bamhart et al, The Jade Studio. Hew Haven: Yale University Art 
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Figure 8.10 (top) Inversion in Jixiao Shanzhuang. (Original plan of Jixiao Shanzhuang from 
Tong Jun, Jiangnan yuanlin zhi, 2nd edition. Beijing: Zhongguo jianzhu gongye chubenshe, 
1984,p.27) 
Figure 8.11 (center) Westem portion. 
Figure 8.12 (bottom) Eastem portion. 
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Figure 8.13 (top) Interborrowing of views in Ge Yuan. (Original plan of Ge Yuan from Tong 
Jun, Jiangnan yuanlin zhi, 2nd edition. Beijing: Zhongguo jianzhu gongye chubenshe, 1984, 
pl.28) 
Figure 8.14 (center) View from the Autumn Mountain towards the Summer Mountain. 
Figure 8.15 (bottom) View from the Summer Mountain towards the Autumn Mountain. 
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Interborrowing of views in Jixiao Shanzhuang: 
Figure 8.16 (top) View from rockery to Shuixin Ting. 
Figure 8.17 (bottom) View from Shuixin Ting to rockery. 
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Figure 8.18 (top) The two long views from the entrance of Ge Yuan. (Original plan of Ge 
Yuan from Tong Jun, Jiangnan yuanlin zhi, 2nd edition. Beijing: Zhongguo jianzhu gongye 
chubenshe, 1984,p.28) 
Figure 8.19 and Figure 8.20 (lower left) Towards westem portion. 
Figure 8.21 (lower right) Towards eastem portion. 
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Figure 8.22 (top) Section along the corridor of the northern formal entrance, showing the 
spatial sequence. From Pang Yigang, Zhongguo gudian yuanlinfenxi. Beijing: Zhongguo 
jianzhu gongye chubenshe, 1986, analysis sheet 28) 
Figure 8.23 (center) Entrances of Jixiao Shanzhuang. (Original plan of Jixiao Shanzhuang 
from Tong Jun, Jiangnan yuanlin zhi, 2nd edition. Beijing: Zhongguo jianzhu gongye 
chubenshe, 1984, pl.27) 
Figure 8.24 (lower left) The view outside the secondary private entrance from the house with 
the rockery screening the Shuixin Ting and the lake. 
Figure 8.25 (lower right) View to the entrance of today. 
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?—™^®HRfelMBHII^iW^9^*^ *^Qii^  ^ *ni.^AikuW9m^ ^ s<fn^Wr^t!^^vmSSM 
Figure 8.26 The metaphor of Baoshan Lou as a bridge connecting the eastem and westem 
portions in Ge Yuan. (Photo from Ji Cheng, The Craft ofGarden, translated by Alison 
Hardie. New Haven: Yale University Press, 1988, fig. 26) 
Figure 8.27 (lower left) Landscape, late 1680's. Gong Xian (1619-1689). Hanging scroll, ink 
on paper. Ching Yuan Chai Collection. (From Kiyohiko Munakata, Sacred Mountains in 
Chinese Art. Urbana: University of Illinois, 1991, pl.74) 
Figure 8.28 (lower right) Immortals‘Mountains and Pavilions, Wen Jia (1501-1583). Hang-
ing scroll, ink and light color on paper. Sarah Cahill Collection. (Ibid., pl.65) 
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Figure 8.29 (top) Bridge analogy of the elevated walkway in Jixiao Shanzhuang. 
Figure 8.30 (bottom) The elevated walkway used as exhibition gallery. 179 
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Qingyi Ting linking the westem and eastem portions in Ge Yuan: 
Figure 8.31 (top) Viewing from the Autumn Mountain. 
Figure 8.32 (bottom) Viewing from the Summer Mountain. 
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Viewing from the Baishi Xian in Yi Yuan: 
Figure 8.33 (top) Towards the southern courtyard. 4 bottom) Towards the no thern cou tyard. 
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Figure 8.35 Layout of Liu Yuan showing the position of yuanyang tang Wufeng Xianguan. 
(From Liu Dunzhen, Suzhou gudian yuanlin. Beijing: Zhongguojianzhu gongye chubenshe, 
1979, pp.348-349.) 182 
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Figure 8.36 The yuanyang tang Toufeng Louyue in Ge Yuan. (From Chen Congzhou, 
Yangzhou yuanlin. Shanghai: Shanghai kexuejishu chubenshe, 1983, p.61) 
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Figure 8.37 (top) The main hall Yiyu Xuan of Ge Yuan. 
Figure 8.38 (bottom) Plan, elevation and section of Yiyu Xuan. (From Chen Congzhou, 
Yangzhou yuanlin. Shanghai: Shanghai kexuejishu chubenshe, 1983, p. 60) 184 
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Figure 8.41 Elevation, section and plan ofYuanxiang Tang in Zhuozheng Yuan. (From Liu 
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Viewing from Yuanxiang Tang in Zhuozheng Yuan: 
Figure 8.42 Layout of Zhuozheng Yuan showing the position of Yuanxiang Tang. (From Liu 
Dunzhen, Suzhou gudian yuanlin. Beijing: zhongguo jianzhu gongye chubenshe, 1979, 
pp.312-313) 
Figure 8.43 View to the north is a panoramic of a mountain and lake composition. Photo 
from Chen Congzhou ed., Zhongguo tingtang: Jiangnan pian. Hong Kong: Joint Publishing 
(Hong Kong) Co., Ltd., 1994’ fig.ll . 
Figure 8.44 View to the south is a yellow stone rockery which conceal the garden gate. (Ibid.,fig.l2) 
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Figure 8.45 to 8.48 (from top to bottom) Viewing from Yiyu Xuan in Ge Yuan: To the south 
is the Spring Mountain and moongate; to the east is part of Autumn Mountain; to the north is 
the lake and Baoshan Lou; to the west is a bamboo grove. 
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The boat imagery of the main hall in Jixiao Shanzhuang: 
Figure 8.49 (top) The hall as a 'huafang'. 
Figure 8.50 (bottom) The wave-like floor tile on the ground. (Photo from Pierre Rambach 
and Susanne Rambach, Gardens ofLongevity in China andJapan: TheArt ofthe Stone 
Raisers. New York: Rizzoli International Publications, 1987, p.94) 
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Figure 8.51 (top) Layout ofYi Yuan showing the eastem and westem portions. (Plan of the 
garden from Liu Dunzhen, Suzhou gudian yuanlin. Beijing: Zhongguo jianzhu gongye 
chubenshe, 1979, fig.6.3, pp.414-415) 
Figure 8.52 (bottom) The twin-corridor. Photo from Chen Congzhou ed., Zhongguo tingtang: 
Jiangnan pian. Hong Kong: Joint Publishing (Hong Kong) Co., Ltd., 1994, fig.l26. 
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Ambiguity of the twin-corridor in Jixiao Shanzhuang: 
Figure 8.53 (top) As winding corridor. 
Figure 8.54 (bottom) As garden wall. 
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Figure 8.55 to 8.57 (from top to bottom) Viewing from the begonia-shaped window in Jixiao 
Shanzhuang: Seeing the southern corridor; the Taihushi rockery; and Hudie Ting. 
192 
遍：9^\\ . ^ ^ ^ i ^ # f ^ i i ^ i m 3 ^ ^^J4' 
m ^ • ! • ！ 翁 總 劇 讓 
; " f _^^^—《零考 f ^ ^ 
.^ 5> -«it;5^ ^ S «"-. 
^ ^ t e . ; ^ ^ ^ m ^ ^ m r n _ 
. • : : . . : : ; : : _ : : • ' - ' K - ; . ; i ! " ^ ^ - ^ ^ ^ " 
.:.:;<;¾:::;¾¾:¾:'¾';::. ^::'i-;'-'-^y<'^^ . 
.:.丨丨.誦::_睡 
� ' “ “ ‘、：^^^^广：：^〜《撒了\ —一” ‘ ., 
"�'>vw'^  、八《/ «^Cv >J' ^^ <^rfsy W^' '- ''” ‘ 八 > i^ if -> 
, ' " ' ' “ ' 、 。 ” ‘ ” — 〈 、 々 vr''—� ^‘^ ‘ "、~〜二； 、 -〜， 冬考、：象 
4 : 〜 二 處 ， 麵 : _ 參 ’ ‘ : u i i 
、：々� VV^^ ‘ � � � �^ ‘ ‘ � � ‘ -' � � ‘ 入 , > 
� ‘ r^ J- , ^ “ J 
^ ^ ^ ^ ^ " � -急二 
Figure 9.1 (top) Bamboo, Orchids, and Rock, undated. Zheng Xie (1693- 1765). (From 
Richard Bamhart et al, The Jade Studio. Hew Haven: Yale University Art Gallery, 1994, 
pl.69) 
Figure 9.2 (bottom) Transporting Bamboo, 1698. Wang Hui (1632-1717). (Ibid., pl.51) 
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Figure 9.3 The Ninth-Day Literary Gathering at Xingan, dated 1743. Fang Shishu and Ye 
Fanglin. Handscroll, ink and light color on silk. The Cleveland Museum of Art. (From Eight 
Dynasties of Chinese Painting, edited by Sally W. Goodfellow. Cleveland: Cleveland Mu-
seum ofArt, 1980，pl.275) 
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Figure 9.6 The Gardenfor Self-Enjoyment. Qiu Ying (1494- 1552). Handscroll, ink and light 
color on silk, a. Terrace for Seeing the Mountain. (From Eight Dynasties ofChinese Paint-
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